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PREFACE 

All references in this thesis to the poetry of Matthew 

Arnold are to Kenneth Allott ' s edition of The Poems of 

Matthew Arnold (Annotated English Poets ; New York : Barnes 

and Noble, 1965) . I have selected this edition in preference 

to the heretofore standard edit i on of C. B. Tinker and H. F . 

Lowry because Allott lists the poems in probable order of 

composition and because his commentary , in both headnotes 

and footnotes , provides helpful background information for 

the reading of the poems. 

In preparing this thesis , I am especially indebted to 

Dr. Autrey Nell Wiley , Chairman of the Department of English 

and director of my thesis , whose professional advice , 

continued interest , patience , and encouragement have contrib

uted immeasurably to the completion of this thesis . To 

Dr. Constance Beach and Miss Julia -Crisp , under whom I have 

had the pleasure of studying in my chosen field, and Dr . 

Eleanor James , I express my appreciat ion for their assistance 

in the final examination and for their reading of the thesis . 

I am also grateful to the teaching staff in the Department 

of English at Texas Woman ' s University and to the department al 

secretary , Mrs . Alleen Bounds , whose professional and personal 

interest made the year of my teaching fellowship a truly 

profitable one. I am also indebted to Dr . Ivan Schultze 

111 



and Miss Marilyn Cannon , of the Texas Woman 's University 

Library , who extended to me all the library facilities, and 

to Mrs . Corinne Cockrill , of the Texas Woman ' s University 

mimeograph office , for her assistance in xeroxing copies of 

this thesis. To Miss Marilee Smith, who assisted with the 

tabulation of the data and who proof-read the thesis for 

typographical errors , I extend my sincere thanks. To my 

good friend Miss Carol Targett, I cannot express adequately 

my gratitude for her assistance in obtaining from the 

University of Kansas Library copies of references which 

would otherwise have been unavailable. To her, also, I am 

indebted for assistance in the tabulation of the data and 

in typing the thesis. Finally, I wish to thank the members 

of my family, especially my mother , Mrs . Aliene Warner ; my 

grandparents , Mr . and Mrs . James F. Warner; and my aunt, 

Miss Josephine Warner , whose love, interest, and encourage

ment have enabled me to advance thus far in my education. 

Frances Claire Warner 

17 August 1966 
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CHAPTER I 

INTRODUCTION 

If anyone were to ask the purpose of Matthew Arnold 's. 

poetical, educational, and critical efforts, he would receive 

his answer from Arnold himself: 11 1 have striven to make all 

my works and ways serve the interests of culture. 111 For 

thirty-nine years, from the publication of The Strayed 

Reveller, and Other Poems in 1849 until his death in 1888, 

the promotion of culture among his fellow Englishmen so 

directed Arnold's writings that one of his critics bestowed 

on him the title "Prophet of Culture . 112 Culture, as defined 

by Arnold , was 11 a pursuit of our total perfection by means of 

getting to know, on all the matters which most concern us, 

the best which has been thought and said in the world; 

Culture, then, was not static but continually viable; it was 

a growing and a becoming, an inward ·activity wherein reason 

and the will of God prevailed. 4 When Arnold girded himself 

1Introduction to Culture & Anarchy and Friendship's 
Garland, Complete Works of Matthew ArnolTTNew York: The 
Macmillan Company, 1924)-,-I, 3. 

2Henry Sidgwick, " The Prophet of Culture," Macmillan's 
Magazine, XVI, No . 94 (August 1867), 271-280. 

3Preface to Culture & Anarchy and Friendship's Garland, 
p. xi . 

4:'Sweetness and Light, 11 ibid., p. 9. 

1 

11 3 
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with intelligence and morality and set forth to battle the 

Philistines and the Barbarians for the cause of culture, he 

was but adopting a course of action which was a natural result 

of his Rugbeian and Oxonian education. 

Matthew Arnold attended Rugby not only as a member of the 

upper middle-class but as the eldest son of Rugby's headmaster, 

Dr. Thomas Arnold . To the son, the curriculum at Rugby, with 

its emphasis upon morality and the classics, must have seemed 

like the formalization of his earlier home training. That 

his father's insistence upon nstrictness of conscience11 and 

"spontaneity of consciousness 115 exerted a continuing influence 

upon Arnold was obvious in their repeated emergence in his 

later writings. The ethical approach appeared in his poetry 

and his literary criticism as he maintained the importance of 

high seriousness and of sustained virtue for poetic greatness. 

His prose writings echoed his father's belief in the modernity 

of the classics and their value as guides for contemporary 

man. His lectures "On Translating Homer" amplified and 

applied Dr. Arnold's own theories of translating. 6 Finally, 

511 Hebraism and Hellenism," ibid., p. 113. These phrases, 
coined by Matthew Arnold, aptly describe the atmosphere at 
Rugby during the tenure of office of his father. 

6rn Matthew Arnold and the Classical Tradition (Ann 
Arbor, Michigan: The University of Michigan Press, 1965), 
Warren D. Anderson cites part of an article from the first 
v?lume of the Rugby Magazine in which the schoolboy author 
cites three rules, which Anderson identifies as clearly 
Thomas Arnold's , for translation from Latin or Greek. 
"According to the third of these an acceptable rendering 
'should use such a style of English , as most nearly corresponds 
with the original; ... it should use the phraseology of such 
English writers, as have lived contemporary with the writers 
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the comparative view of literature, used by Matthew Arnold in 

Essays in Criticism to generate new ideas by putting the 

familiar in the light of the new, 7 sprang from a similar 

method of Thomas Arnold. 8 The criteria of morality and of 

right thinking, the two essentials of Matthew Arnold's concept 

of culture, embodied, therefore, his debt to Rugby, or, more 

accurately, to the headmaster at Rugby, his father. 

In October 1841, Matthew Arnold left Rugby for Balliol 

College at Oxford University. As an Honours man he "was 

expected to familiarize himself with works [principally by 

the Greek authors ] in moral and political science, history, 

and poetry. 119 First-hand knowledge of the texts was preferred 

to knowledge of their commentators, a practice to which 

Arnold partially subscribed in his later critical statements. 

At the University he found the atmosphere for the free play 

or exercise of the mind which he considered indispensable for 

the pursuit of culture. The religious controversy resulting 

from the Tractarian Movement suggested speculations on great 

we are translating; contemporary, that is, in the age, not of 
years, but of taste, feeling, and knowledge .•.• Homer 
should be translated in the simple language of our old 
ba~lads, Aeschylus in that of Milton ... " (pp. 7-8). The 
principles set forth in this passage should be compared with 
those enunciated by Matthew Arnold in "On Translating Homer," 
On the Study of Celtic Literature and On Translating Homer, 
Complete Worksof Matthew Arnold, VIII-,-141-3O0 . 

. . 7~obe;1;t A. Donovan, "The Method of Arnold's Essays in 
Criticism, PMLA, LXXI, pt. 2 (December 1956), 922-931 . 

8 
Anderson, Matthew Arnold and the Classical Tradition, 

p. 9. 

9Ibid., p. 11. 
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moral questions; and the Decade, a private debating society, 

offered him the opportunity to discuss with other under

graduates "all things human and divine. 11 10 The intellectual 

awareness and broadened interests acquired at the university 

afforded him the quality of mind required for the pursuit of 

culture. Arnold's education at Rugby and at Oxford indicated 

to him the means through which one could arrive at culture, 

namely, by reading, observing, and thinking. 11 The acceptance 

of these means, which facilitated the pursuit of human 

perfection, was the challenge extended by Arnold in his 

poetry and critical writings to the Philistine middle class 

and the Barbarian upper class. 12 

With the publication of his first volume of poems, The 

Strayed Reveller, and Other Poems, in 1849, Arnold officially 

became the proponent of culture. The surprise of his own 

family at the profundity and serious depth of the poems was 

expressed at the time by his sister: " 'It is the moral 

strength, or, at any rate, the moral consciousness which 

struck and surprised me so much in the poems. I could have 

been prepared for any degree of poetical power, for there 

being a great deal more than I could at all appreciate; but 

there is something altogether different from this, something 

lOrbid., p. 13, citing John Duke Coleridge. 

11"Doing as One Likes," Culture & Anarchy and Friendship's 
Garland, p. 60. 

12culture & Anarchy and Friendship's Garland provides the 
most complete statement of Arnold's concept of culture. 
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which such a man as Clough has, for instance, which I did not 

expect to find in Matt; but it is there. 11113 By placing his 

poetry at the service of culture, Arnold attempted to 

harmonize objective reality and the "moral consciousness" 

mentioned by his sister. To achieve this end he strove to 

make poetry a synthesis of realities rather than a mere 

11 channel for thinking aloud. 1114 The general public, however, 

did not appreciate his cultural endeavors; and in his letters 

Arnold repeatedly referred to the poor reception of his poems 

by the "masses of readers of poetry . 1115 Lack of popular 

sympathy did not deter him from his goal, for the sincerity 

which he required of other poets he himself possessed: 1'0ne 

has oneself to consider as well as the public, and one cannot 

always give them what they ask for. 1116 As the demands upon 

his critical powers increased, he discovered that he could 

not always satisfy his own poetic desires. Less and less 

13Mrs. Humphrey Ward, A Writer's Recollections (London, 
1919), p. 45, cited by Howard Foster Lowry in Introductory I 
of The Letters of Matthew Arnold to Arthur Hugh Clough 
(London: Oxford University Press, 1932), pp. 26-27. 

14Letter to Mrs. Forster, undated--probably 1849, 
Unpublished Letters of Matthew Arnold, ed. Arnold Whitridge 
(New Haven, Connecticut: Yale University Press, 1923), p. 17. 

15To Mrs. Cropper, October 26, 1878, Letters of Matthew 
Arnold, 1848-1888, collected and arranged by GeorgeW. E. 
Russ711 (New York: Macmillan and Company, 1895), II, 172; 
To Miss Arnold, undated--probably 1882, ibid., II , 228-229; 
To Mr. Wilde, "Four Arnold Letters," ed. David J . DeLaura, 
~~~~s Studies in Literature and Language, IV (Sununer 1962), 

16 Letter to W. E. Forster, January 11, 1858, Unpublished 
Letters of Matthew Arnold, pp. 35-36. 
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time being free for poetic creativity, 17 he found it 

necessary to republish earlier poems in order to complete 

his new volumes of poetry. 18 By 1867 his poetic career was 

virtually at an end, being superseded by his educational, 

social, and religious writing. 

When, in 1851, Arnold accepted the position of inspector 

of schools, he was probably more concerned with securing an 

income which would permit his marrying Frances Lucy Wightman 

than with having a new avenue for the preaching of culture. 

By t he end of that same year, however, he recognized the 

civilizing force of the schools; and in so doing, he identified 

the aim of education with the propagation of culture : 11 'An 

intelligent man,' says Plato, 'will prize those studies which 

result in his soul getting soberness, righteousness, and 

wisdom, and will less value the others .' I cannot consider 

that a bad description of the aim of education, and of the 

motives which should govern us in the choice of studies, 

whether we are preparing ourselves for a hereditary seat in 

17From 1861 until two years before his death, Arnold 
frequently referred in his correspondence to the pressures 
of his prose writing and his desire to write more poetry: 
To his mother, August 15, 1861, Letters of Matthew Arnold, 
1848-1888 , I, 15; to his mother, February 4, 1863, ibid., 
pp. 212-213; to his mother, November 19, 1863, ibid., p. 241; 
to Miss Arnold, March 20, 1886, ibid., II, 379. 

18The volumes of poetry published by Arnold include 
The Strayed Reveller, and Other Poems (1849); Empedocles on 
Et~a? and Other Poems ITT52); Poems (1853); Poems, second
edition""(1854); Poems, third edition (1857); Poems, second 
series (1855); Merope, 11 Traged) (1858); New Poems (1867); 
New Poems, second edition (1868 ; Poems, two volumes (1869); 
Poems, two volumes (1877); Poems, new edition (1881) . 
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the English House of Lords or for the pork trade in Chicago.1119 

Since reading was the indispensable means of knowing the best 

that had been thought and said, 20 Arnold often referred at 

length, in his General Reports on the English elementary 

schools, to the cultural effect of the reading of poetry. 

1"To have the power of reading is not in itself formative. 

But good poetry is formative; . ,1121 Because of the 

power of poetry to form the characters of children, Arnold 

valued highly the memorization of beautiful passages of 

poetry; 22 and he indignantly commented upon the appearance in 

the Fifth Standard Book of "'such rubbish'" as was there 

"'palmed off on a poor child. 11123 If reading was to be 

taught, only the best examples from literature were to be 

offered. During his thirty-five years as inspector of 

schools, Arnold not only concerned himself with the school 

curriculum but also directed his attention to the teachers and 

the entire educational system. He urged that teachers in 

England be trained in their profession through serious and 

1911 L. t d S . 11 D . . ' Am . i erature an cience, iscourses in erica, 
Complete Works of Matthew Arnold, II, 78. -

20Letter to his sister, New Year's Day 1882, quoted in 
Preface to The Note-Books of Matthew Arnold, ed. Howard 
Foster Lowry, Karl Young, and Waldo Hilary Dunn (London: 
Oxford University Press, 1952), p. xi. 

21 
General Report for the Year 1878, quoted by John 

Shepard Eells, Jr. in The Touchstones of Matthew Arnold (New 
York: Bookman Associates, 1955), pp . 25-26. 

22General Report for the~ 1880, ibid., p. 26. 

23General Report for the Year 1867, ibid., p. 20 . 
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thorough study as teachers were in France, and he availed 

himself of every opportunity to advocate universal compulsory 

education in state supported schools. In the term universal 

he included the aristocracy as well as the middle and lower 

classes because culture or the pursuit of human perfection 

through intellect and character was essential for all men 

regardless of social class . 

In the Preface to the 1853 edition of Poems, Arnold 

partially enunciated his poetical theory, thereby adding 

criticism to poetry and education as yet a third medium for 

the advancement of culture. If culture attempted to know the 

best in thought and speech, criticism disinterestedly 

endeavored to propagate it. 24 As his critical statements 

moved from literature to society, to politics, and to religion, 

Arnold exercised a free play of the mind upon all subjects, 

which he strove to see ever in their reality . He therefore 

measured the actual by the idea125 and did not hesitate to 

note the discrepancy. By utilizing the comparative method, 

he broke the provinciality of English criticism and introduced 

into it the fresh thoughts of such continental writers as 

Goethe, Renan, Sainte-Beuve, Heine, Schiller, Joubert, and 

2~'The Function of Criticism at the Present Time,'' Essays 
in Criticism (1st series), Complete Works of Matthew Arnold, 
III, 38. In The Victorian Sage (London: Macmillan and Company, 
1953), John Holloway states that Arnold does not differentiate 
substantially the terms culture and criticism but uses them 
synonymously (p. 222) . 

25Lionel Trilling, Matthew Arnold (Meridian Books; 
Cleveland, Ohio: The World Publishing Company, 1955), p. 187 . 
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and Maurice de Guerin. Most scholars agree that Arnold the 

critic was inseparable from Arnold the poet. Certainly, in 

his poetry, he practiced at least partially the poetic theory 

which he advanced in his literary criticism. 26 He not only 

used prose as a medium for his critical statements but he 

invested poetry with the power to criticize life creatively. 27 

Finally, voices reverberate in dialogue between his poems and 

the essays so that the questions asked in the one are answered 

in the other. 28 It is interesting to note that as poetry had 

been the first instrument for Arnold's advancement of culture 

so was it the first to wane in power, being virtually set 

aside after 1867. Education, the second medium, lost its 

vitality when Arnold retired from his inspectorship in 1886. 

Only criticism itself continued to propagate the best thought 

and speech until halted by Arnold's sudden death in 1888. 

Although interest in the writings of Matthew Arnold was 

generated during his lifetime, it was only after his death 

that this interest extended to Arnold the man. Scholars who 

undertook to write a biography of the prominent Victorian 

encountered a purposefully erected obstacle, which was not 

to be easily removed, for Arnold had expressed a wish that he 

26see Chapter II in this thesis for Arnold's concepts of 
the poet and of poetry. 

27w. N. Guthrie, "Obermann and Matthew Arnold , " Sewanee 
Review, II (November 1893), 32 . 

28Howard Foster Lowry , Introductory II to The Letters of 
Matthew Arnold to Arthur Hugh Clough, p . 36; Wendell Stacy 
Johnson, The Voices of Matthew Arnold: An Essay in Criticism 
(New Haven, Connecticut: Yale University Press for Smith 
College, 1961) . 
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should not be made the subject of a biography. His family 

complied with his wish, but they did permit a selection from 

his correspondence to be published (Letters of Matthew Arnold, 

1848-1888), which constitutes the nearest approach to a valid 

narrative of Arnold's life. Since the publication of his 

letters to members of his family, scholars have continued to 

add to the canon of Arnold's writing by submitting to the 

public eye his correspondence with his friend Clough (The 

Letters of Matthew Arnold to Arthur Hugh Clough), miscellaneous 

letters, 29 his note-books (The Note-Books of Matthew Arnold), 

his reading lists, 30 lists of his public lectures and of his 

extant letters, 31 and articles previously out of print or 

anonymously penned. 32 Drawing completely from these sources 

29unpublished Letters of Matthew Arnold; a few of the 
individual letters which have been published include "Three 
New Letters of Matthew Arnold ," ed. Ian A. Gordon, Modern 
Language Notes, LVI (1941), 552-554; "Two Arnold Letters," 
ed. Robert Liddell Lowe, Modern Philology, LII (May 1955), 
262-264; "Four Arnold Letters," ed. David J. Delaura, Texas 
Studies in Literature and Language, IV (Surrnner 1962), 276-284. 

30Published in The Note-Books of Matthew Arnold; Kenneth 
Allott, "Matthew Arnold's Reading-Lists in Three Early 
Diaries," Victorian Studies, II (March 1959), 254-266. 

31 R.H. Super, "Arnold's Oxford Lectures on Poetry," 
Modern Language Notes, LXX (1955), 581-584; Roger L. Brooks, 
"Matthew Arnold and His Contemporaries: A Check List of 
Unpublished and Published Letters," Studies in Philology, LVI 
(October 1959), 647-653; Marion Mainwaring, '"'Notes Toward a 
Matthew Arnold Bibliography," Modern Philology, XLIX (February 
1952), 189-194; T. H. Vail Motter, "A Check List of Matthew 
Arnold's Letters, 11 Studies in Philology XXXI (1934) 600- 605· R H S II --,-,---- -- ..,.. __ ...,....._. _ _ .._, ' ' 

· , uper, Arnold's Notebooks and Arnold Bibliography," 
Modern Philology. LVI (May 1959), 268-269. 

32Es~ays, Letters, and Reviews .Q.Y Matthew Arnold, ed . 
Fraser Neiman (Cambridge, Massachusetts: Harvard University 
Press, 1960; Five Uncollected Essays of Matthew Arnold, ed . 
Ke~neth_Allott (Liverpool Reprints No. 9; Liverpool: 
University Press of Liverpool, 1953). 
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and from the volumes of Arnold's prose and poetry, some 

Arnoldean scholars have offered quasi-biographies, which pivot 

upon Arnold's three-fold office of poet, educator and critic. 33 

Since he was both critic and poet, most scholars, however, 

have preferred to note the similarities or dissimilarities in 

content between his prose and his poetry or to concentrate , 

whether in form or in content, solely upon one or the other 

mode of literary expression . 34 In conjunction with the latter 

instance, some scholars have studied the foreign or classical 

influences in Arnold's writings; 35 others have shown the 

33of these quasi-piographies, the best is Lionel Trilling's 
"biography of Arnold's mind" in which he shows the development 
of Arnold's thought, illustrates its complex unity, and relates 
it to the historical and intellectual events of the middle and 
late nineteenth century (Matthew Arnold); G[eorge] W. E. 
Russell surveys the effect which Arnold produced on the 
thought and action of his age (Matthew Arnold [ Literary Lives 
Series; London: Hodder and Stoughton, 1904] ); Charles H. 
Harvey also discusses the " comprehensive range" of Arnold's 
~nfluence (Matthew Arnold: A Critic of the Victorian Period 
LLondon: James Clarke & Company, 193TT); George Saintsbury 
gives a literary judgment of Arnold 's writings (Matthew Arnold 
[Modern English Writers; Edinburgh: William Blackwood and Sons, 
1899) ) . 

34Geoffrey Carnall, "Matthew Arnold's 'Great Critical 
Effort, 1 11 Essays in Criticism, VII (July 1958), 256-268; 
Harlan W. Hamilton, lfMatthew Arnold 's 'Study of Poetry' Sixty 
Years After," College English, II (March 1941), 521-530; 
Henry G. Hewlett, "The Poems of Mr. Matthew Arnold , ;' The 
Contemporary Review, XXIV (September 1874), 539-567; W[illiam] 
S. ~nickerbocker, "Matthew Arnold's Theory of Poetry," Sewanee 
Review 1 XXXIII (1925), 440-450; Wayne Shumaker, "Matthew 
~rnold ~ Humanism: Literature as a Criticism of Life," Studies 
in English Literature, 1500-1900 (Rice University), II 
(Auttunn 1962), 385-402; C[ hauncey] B !rews ter] Tinker and 
H[oward] F[oster] Lowry, The Poetry of Matthew Arnold: A 
Cormnentary (London: Oxford University Press, 1940). 

35warren D. Anderson , Matthew Arnold and the Classical 
Tradition; J. W. Angell, "Matthew Arnold's Indebtedness to 
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relationship between his works and those of other English 

writers. 36 Yet other scholars have traced the development of 

a single theme, thought, or method in his writings ; 37 and 

still others have confined their critical endeavors to 

analysis of single works or of individual phrases or lines. 38 

That Arnold has been the subject of considerable scholar

ship is incontestable; that he remains such can be verified 

Renan' s,.. Essais de morale et de cri tigue," Re'vue de Li tte'rature 
Comparee, XIV (1934), 714- 733; Sidney M. B. Coulling, 11Renan's 
Influence on Arnold's Literary and Social Criticism," Florida 
State University Studies, V (1952), 95-112; W. N. Guthrie, 
"Obermann and Matthew Arnold," Sewanee Review, II (November 
1893), 33-55; Helen C. White, "Matthew Arnold and Goethe, " 
PMLA, XXXVI (1921), 436-453. 

36Kenneth Allott, "Arnold's 'Empedocles on Etna' and 
Byron's 'Manfred,"' Notes and Queries, n.s . IX (August 1962), 
300-302; Richard K. Barksdale, 11Arnold and Tennyson on Etna," 
College Language Association Journal, II (1958), 87-103; 
William A. Jamison, Arnold and the Romantics, Vol. X of 
Anglistica, ed. Torsten Dah-r,-Kemp Malone, and Geoffrey 
Tillotson (Copenhagen : Rosenkilde and Bagger, 1958). 

37Allan Brick, "Equilibrium in the Poetry of Matthew 
Arnold," University of Toronto Quarterly, XXX (October 1960), 
45-56; E. K. Brown, Matthew Arnold: A Study in Conflict 
(Chicago: University of Chicago Press, 1948); John Shepard 
Eells, Jr., The Touchstones of Matthew Arnold (New York: 
Bookman Associates, 1955); Wendell Stacy Johnson, The Voices 
of Matthew Arnold: An Essay in Criticism (New Haven, 
Connecticut: Yale University Press for Smith College, 1961); 
Alan H. Roper, " The Moral Landscape of Arnold 's Poetry," 
PMLA , LXXVII (June 1962), 289-296. 

3811 A . rno~d' s ' Dover Beach,' 11 The Explicator, I, No. 6, 
item 42 (April 1943); Paull F. Baum, Ten Studies in the Poetry 
of Matthew Arnold (Durham, North Carolina: Duke University 
Press, 1958); E. K. Brown, '"The Scholar Gipsy': An Inter
p7etation," Revue Anglo-Americaine, XII (1935), 219-225; 
Si~n~y M. B. Coulling, "Matthew Arnold's 1853 Preface: Its 
Origin and Aftermath, " Victorian Studies, VII (March 1964), 
233-263; Leon A. Gottfried, "Matthew Arnold's 'The Strayed 
Revel ler,'" The Review of English Studies, n. s. XI (November 
1960), 403-409 . -
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adequately by a glance through any recent issue of Abstracts 

of English Studies. It is surprising, therefore , that so 

little has been written about the application to Arnold's 

poetry of the term grand style, which is at the heart of his 

literary criticism. It is true that scholars have discussed 

this term, usually in reference to his critical statements, 

but always in a generalized way and with no real consideration 

of its manifestation in his poetry . In discussing the 

appearance of the grand style in Homer, whose poetry embodied 

for Arnold the quintessence of the grand style simple, 

Anderson confines his discussion to Arnold's use of the term 

in his lectures "On Translating Homer. 1139 Stating that 

striking parallels exist between Arnold's poetry and his 

tests of poetry (the grand style), Eells, in his discussion 

of the grand style, dwells exclusively upon thought and does 

not include a discussion of form. 40 Trilling identifies the 

grand style with the "sublime" of Longinus; but he, too, is 

referring primarily to subject matter and secondarily to 

form. 41 I agree with Eells and Trilling that the grand 

style exists in the content of Arnold 's poems; but I believe 

that in neglecting the form, in neglecting his manner of 

expression, they have overlooked a significant aspect of his 

poetry. The grand style does indeed exist in the content of 

39Matthew Arnold and the Classical Tradition, pp. 79-92. 
40 

The Touchstones of Matthew Arnold (New York: Bookman 
Associates, 1955). -

41 
Matthew Arnold, pp. 158-159. 
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Arnold's poetry, but it also exists in the form. I, therefore, 

propose to show in this thesis that Arnold the poet interpreted 

the poetic criterion of the grand style enunciated by Arnold 

the critic as the Longinian principle of the sublime expressed 

in form . It will be necessary, first, to clarify the 

statements of Arnold the critic on the poet and on poetry 

(Chapter II) . I shall then proceed to establish the identity 

of the grand style and the sublime in Chapter III, after 

which I shall analyze Arnold ' s poetry for manifestations of 

the grand style in the form of the Longinian figures. Finally, 

in Chapter IV, I shall discuss Arnold's use of reiterative 

devices in his poetry as his most significant application of 

Longinian principles. 



CHAPTER II 

THE POET AND POETRY 

When Bede recorded in his Ecclesiastical History of the 

English Nation that Caedmon "learned the art of singing with

out being taught of men nor of men's help; but he received 

the gift of singing freely by the aid of God, and therefore he 

could never make any fond or vain poem, 111 the scholarly monk's 

brief account of the source of the poet's power became the 

prelude to more extensive critical statements in English 

literature regarding the creativity of the poet. The first 

major statement about the divine inspiration of the poet had 

been written by Plato in the fourth century B. C. He had 

stated that the poet writes not by art but as one possessed 

and out of his senses. Aristotle, Horace, and Longinus had 

held similar views regarding the geni.us of the poet, but they 

had been concerned not so much with .the source of art as with 

art itself, both the object and the technique. In England 

poets based many of their critical principles on those of the 

ancients. Thus Shakespeare in the sixteenth century echoed 

Plato's concept of divine madness: "The poet's eye, in a 

fine frenzy rolling, / Doth glance from heaven to earth, from 

1J. E. King, trans ., Vol. II of Bede's Historical Works 
(The Loeb Classical Library· London: William Heineman, 1954), 
p. 143. ' 

15 
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earth to heaven." 2 When the Puritans adopted some of Plato's 

objections to poetry and attacked it as being "immoral, debil

itating, lying, and provocative of debauchery, 113 Sir Philip 

Sidney wrote the first critical essay in English literature, 

"The Defence of Poesie." The poet's eye began to glance from 

the poetic source to the nature and value of imaginative 

literature in general and of poetry in particular. In the 

succeeding centuries, poets, such as Dryden, Pope, Wordsworth, 

Coleridge, and Shelley, voiced, in prose and poetry, defenses 

and declarations of the nature of the poet and of his poetry. 

In 1853 Matthew Arnold linked himself to this chain of 

critic-poets by his Preface to the first edition of Poems. 

Before that date, poetry had served as the medium for his 

thoughts on the poet and poetry. 4 With the Preface, however, 

prose, employing the critical power of intelligence, super

seded poetry, with its creative power of genius and imagina tion, 

as the instrument for advancing Arnold's critical principles. 

His first critical document announced those aspects of 

poetry--the function of poetry, the subject of poetry, 

2A Mid-Sununer Night's Dream, The Works of William 
Shakespeare (Shakespeare Head Press Edition; New York: Oxford 
University Press, n .d.), V.i.12-13 . 

3David Daiches , Critical Approaches to Literature 
(Englewood Cliffs, New Jersey: Prentice-Hall, 1956), p . 50 . 

4see especially "Resignation , " "Memorial Verses," 
1' Stanzas in Memory of the Author of 'Obermann,' " and 
"Empedocles on Etna, " The Poems of Matthew Arnold, ed . 
Kenneth Allott (New York: Barnes and Noble, 1965). All 
subsequent references to Arnold's poems will be to this 
edition. 
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emulation of the ancients , the grand style--which would 

occupy a prominent place in his future criticism. Although 

he ranked critical power below creative power, 5 Arnold 

credited the former with providing the intellectual stimulus 

for the latter: 

It is the business of the critical power, as I said in the 
words already quoted, "in all branches of knowledge, theology, 
philosophy, history, art, science, to see the object as in 
itself it really is." Thus it tends, at last, to make an 
intellectual situation of which the creative power can 
profitably avail itself. It tends to establish an order of 
ideas, if not absolutely true, yet true by comparison with 
that which it displaces; to make the best ideas prevail . 
Presently these new ideas reach society, the touch of truth 
is the touch of life, and there is a stir and growth every
where; out of 6his stir and growth come the creative epochs 
of literature. 

Ideally, the two functions of the critic-poet should serve 

each other; most Arnoldean scholars agree that in Arnold, 

however, the critical power stifled rather than stimulated 

the creative power . What has been called Arnold ' s "suspended 

animation117 of poetic genius and poetic imagination may have 

resulted from undue emphasis on excellence of subject8 or 

511 The Function of Criticism at the Present Time, 11 Essays 
in Criticism (1st series), p. 4. 

6Ibid ., p. 6. 

7H. W. Garrod, Poetry and the Criticism of Life, The 
Charles Eliot Norton Lectures for 1929-1930 (Cambridge, 
Massachusetts: Harvard University Press, 1931), p. 152. 

8Kenneth Allott, Matthew Arnold, rev. ed . (Writers and 
Their Works, No. 60; London: Longmans, Green and Company, 
1962), p. 24. 
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from excessive stress on construction or method. 9 That these 

two aspects of poetry, with their roots in Aristotelian and 

Longinian principles, did indeed occupy a prominent place 

in Arnold's thought may be shown in a gathering of his 

theories about the poet and poetry from his critical 

statements. 

Commenting upon the source of the poet's power, Arnold, 

like Plato, 10 views the poet as a vessel of divine inspiration 

whose poetic utterances are subject to divine power. Nowhere 

does he express himself upon this subject more clearly than 

in his essay entitled "Wordsworth." 

To give aright what he wishes to give, to interpret and 
render successfully, is not always within Wordsworth's own 
command. It is within no poet's command; here is the part 
of the Muse, the inspiration, the God, the 'not ourselves.' 
In Wordsworth's case, the accident, for so it may be called, 
of inspiration, is of peculiar importance. No poet, perhaps, 
is so evidently filled with a new and sacred energy when the 
inspiration is upon him; no poet, y£en it fails him, is so 
left 'weak as is a breaking wave.' 

Arnold also sees the poet as the recipient of a "gift" or 

"divine favour," with nature as the source. 12 When the 

influence of "natural magic" is perfect, a poet speaks of 

9walter Raleigh, Some Authors: A Collection of Literary 
Essays 1896-1916 (Oxford: Clarendon Press, 1923), pp. 302-304. 

1011 ron," The Dialogues of Plato, trans. B [enjamin] 
Jowett, Vol. T'1New York: Charles Scribner's Sons, 1905), 
223-224. 

11Essays in Criticism (2nd series), Complete Works of 
Matthew Arnold, IV, 154-155. 

1211Milton," ibid . , p. 64. 
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the world as did " Adam naming by divine inspiration the 
13 creatures." He is the man of genius, who possesses " a 

genuine gift, " 14 a "divine gift" for the true and perfect. 15 

In order for the poet to be classified as an artist, 

however, he must perfect the gift bestowed on him until he 

achieves " pure and flawless workmanship. 1116 Such perfection 

demands not only effort but the complete corrnnitment and 

surrender of the poet: " ... to attain or approach 

perfection in the region of thought and feeling, and to 

unite this with perfection of form, demands not merely an 

effort and a labour, but an actual tearing of oneself to 

pieces, which one does not readily consent to (although one 

is sometimes forced to it) unless one can devote one's whole 

life to poetry. 1117 Again echoing Plato, Arnold insists that 

craftsmanship must be vitalized by the "inward poetic life" 

of genius and inspiration. 18 "Rules of art" alone do not 

suffice; the "power divine" is needed. 19 

1311Maurice de Guerin, " ibid., p. 111. 

1411Joubert," Essays in Criticism (1st series), p. 266. 

1511Byron," Essays in Criticism (2nd series), p. 182 . 

1611A Guide to English Literature, " Mixed Essays, Irish 
Essays, and Others, in Complete Works of Matthew Arnold, VII, 
145. 

17Letter to Mrs. Forster, August 6, 1858, Letters of 
Matthew Arnold, 1848-1888, I, 71-72. See also "Milton," 
Essays in Criticism (2nd series), p. 58. 

18The Letters of Matthew Arnold to Arthur Hugh Clough, 
Letter ~p. 64. -

19 Plato, p. 224. 



20 

In a steady interaction of genius and artistry, one 

would suppose, rests the secret of a poet's greatness. 

Arnold, however, going beyond the source of poetic power, 

beyond the excellence of workmanship, cites sustained virtue 

as indispensable for greatness. 2° For the poet who is aware 

of the !'grandeur of his vocation," character and self-control 

will keep him worthy of it. 21 The ideal nature for the poet 

is the finely tempered nature of the Greeks (Ev¢v~i;). The 

faults of a poet as a man and as an artist are in inverse 

proportion to the degree of EV¢V~(; that is, as the latter 

increases, the faults decrease. 22 Here, of course, is the 

Longinian concept of great writing as the "echo of a great 

soul. " 23 

Equipped with the requisites for greatness--inspiration, 

artistry, sustained virtue, and a finely tempered nature-

the poet must turn to the ancients before he can assume 

fully his proper function as a poet. Through reading, he 

can live "in companionship with high and rare excellence"; 

2011 The Study of Poetry, 11 Essays in Criticism (2nd series), 
p. 34. 

2111John Keats," ibid., p. 101. In "Arnold's Poetic 
Plans," Yale Review, XXII (1933), 782-783, Chauncey B. Tinker 
states that a moral defect, " lack of spiritual earnestness," 
is the obstacle to poetical greatness. 

2211Byron, 11 Essays in Criticism (2nd series), pp. 178-179. 

23Longinus, " On the Sublime,1 ' trans. A. O. Prickard, 
Criticism: Twenty Major Statements, ed. Charles Kaplan 
(San Francisco: Chandler Publishing Company, n.d.), p. 58. 
See John Campbell Major's "Matthew Arnold and Attic Prose 
Style," PMI.A, LIX (1944), 1094, n. 
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namely , with the Hebrew , Greek, and Roman poets, 24 from whom 

he can best learn "the all-importance of the choice of a 

subject; the necessity of accurate construction; and the 

subordinate character of expression. 11 25 Lest he be accused 

(as he often has been) of slavish i mitation of the ancients, 

Arnold notes that it is the imaginative reason and well

balanced works of the Greeks which qualify them to show poets 

the way they should take . 26 

The "grand'' and !! inevitable" function of the modern 

poet is "to interpret human life afresh, and to supply a new 

spiritual basis to it.n27 His interpretive function 

necessarily requires as comprehensive and thorough a knowledge 

of life and the world as is possible. 28 Indeed, his subject 

matter being '' the hitherto experience of the world, and his 

2411Milton," Essays in Criticism (2nd series), p. 65. 

25Preface to first edition of Poems (1853), The Poems of 
Matthew Arnold, p . 603. "Choice of a subject," the central 
doctrine of Aristotle ' s Poetics, is one of Arnold's main 
critical principles (p. 37 of this chapter). "The necessity 
of accurate construction "is an echo of Horace's "Epistle to 
the Pisones" (Ars Poetica) and Longinus' "On the Sublime." It 
is interesting to note that Longinus also saw value in the 
imitation of the great masters: " • . . from the great genius 
of the men of old do streams pass off to the souls of those 
who emulate them, as though from holy caves; inspired by 
which, even those not too highly susceptible to the god are 
possessed by the greatness which was in others" ("On the 
Sublime," Ch. XIII , p . 65). 

2611Pagan and Mediaeval Religious Sentiment," Essays in 
Criticism (1st series), pp . 221-222 . 

27"on the Study of Celtic Literature, " On the Study of 
Celtic Literature and On Translating Homer, p . 130. 

2811 The Function of Criticism at the Present Time, " 
Essays in Criticism (1st series), pp . 6-7. 
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increases with every century. 1129 The poet must complement 

the interpretive power, however, with a critical effort, by 

applying ideas, moral ideas, to life. 3° For supreme poetical 

success, however, he must make his application under the 

conditions fixed by the laws of poetic truth and poetic 

beauty . 31 Arnold does not mean that the poet is a legislator 

of morals or ethics. What he does mean is that the poet 

suggests to the reader emotions and attitudes that arise 

from a steady and whole vision of life. 32 

• --he must life's "movement" tell~ 
The thread which binds it all in one, 
And not its separate parts alone. 
The "movement" he must tell of life, 
Its pain and pleasure, rest and strife; 
His eye must travel down, at full, 
The long, unpausing spectacle; 

("Epilogue to Lessing's Laocoon, " 11. 140-146) 

29Letter 6, The Letters of Matthew Arnold to Arthur Hugh 
Clough, p. 65; italics are Arnold's. 

3011wordsworth," Essays in Criticism (2nd series), p. 143; 
11 0n the Study of Celtic Literature," On the Study of Celtic 
Litera ture and On Translating Homer, p. 129. 

3111The Study of Poetry, " Essays in Criticism (2nd 
series), p. 48; see also "Wordsworth,-rrib id ., pp. 140-141. 

32Introductory II to The Letters of Matthew Arnold to 
Ar thur ~ugh ClouRh, p. 41;~esignation, " 11. 189-190; " To a 
Friend, 1. 12; Bacchanalia; or, the New Age," 11. 65-66. 
Arnold's vision of the poet has been the subject of much 
discussion by scholars. C. B. Tinker and H.F. Lowry note 
that the poet's vision is his "most precious endowment" (The 
Poetry of Matthew Arnold: A Connnentary London: Oxford 
University Press, [1940] , pp. 67-68). They also discuss 
Arnold's poetry as representing the poet as a "lonely observer 
and student of human life" (p. 184). In The Voices of Matthew 
Arnold, Wendell Stacy Johnson discusses a number of persona 
or voices in Arnold's verse and prose which reveal aspects of 
the poet's proper function. Among these are the voice of the 
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Arnold insists on this objective vision of the poet 

whose necessary subjects are life and the world, 33 "not his 

own course, but that of man11 C'Resignation," 1. 147). He 

finds fault with the poet who uses poetry as "a channel for 

thinking aloud, 1134 for expressing subjective instead of 

objective thoughts. Rather, the poet must make something in 

his poetry; that is, he must instruct, invigorate, solve, 35 

add to the knowledge of man and to man's happiness36 by an 

independent moral interpretation of life. 37 

The full exercise of the poet's interpretive and 

critical function is dependent, not solely upon the poet, but 

also upon the very age in which he lives. The "poetical 

epoch" alone allows the poet to enter into himself and to 

produce the best of his thoughts and feelings naturally 

visionary with a vision of a larger whole and the critical 
and oracular voice that adds prophecy to vision (New Haven, 
Connecticut: Yale University Press, 1961). Henry Charles 
Duffin, in Arnold the Poet (New York: Barnes and Noble, 1963), 
analyzes "Resignation" for the poet's contemplative vision 
(pp. 97-98). C. B. Tinker states that a lack of spiritual 
earnestness prevents poets from attaining a vision of the 
unity of life (''Arnold 's Poetic Plans," Yale Review, XXII 
[1933] , 782-783). 

3311 The Function of Criticism at the Present Time," Essays 
in Criticism (1st series), pp. 6-7. 

34Letter to Mrs. Forster, undated--probably 1849, 
Unpublished Letters of Matthew Arnold, pp. 15, 17. 

35 Letter 18, The Letters of Matthew Arnold to Arthur Hugh 
Clough, p. 86. -- --

36Preface to first edition of Poems (1853), The Poems of 
Matthew Arnold, p. 592. 

37surely Plato would have recalled to the State from 
exile any poet who fulfilled these offices assigned by Arnold 
to the poet. 



24 

because it is the "bent of the time" to do so. 38 A poetical 

epoch springs from a "current of ideas" which animates and 

nourishes the poet's creative power, and supplies the poet 

with his data and materials. 39 Such an atmosphere of a 

national intellectual life, " accessible to ideas, . 

permeated by them, . . . vivified by them, 11 existed in the 

Elizabethan age and accounted for the literary greatness of 

that perioct . 40 But what of the poet who lives in an unpoetical 

epoch? He is decidedly at a disadvantage, admits Arnold; 

but books and reading may enable him to construct in his own 

mind a world of knowledge and ideas which will foster culture, 

learning, and criticism. 41 As in the poetical epoch, the poet 

must bypass "minor currents" for the "main current of 

literatur~ ' in which modern ideas are applied to life. 42 

Here, then, is Arnold's concept of the great poet as an 

inspired and gifted artist of sustained virtue who, in 

emulating the ancients, interprets life and endows it with 

spiritual vitality. "The supreme poet is he who is thoroughly 

38Letter to Mrs . Forster, August 6, 1858, Letters of 
Matthew Arnold, 1848-1888, I, 73. In a letter dated as early 
as 1849, Arnold condemns his own age as being unpoetical, 
"not unprofound, not ungrand, not unmoving:--but unpoetical" 
(Letter 25, The Letters of Matthew Arnold to Arthur Hugh 
Clough, p. 99). - -

3911 Th F · f c · · · h P T · " E e unction o riticism at t e resent ime, ssays 
in Criticism (1st series), pp. 7-9. 

4 On H · · h H · 11 • b • d 17 6 einric eine, ii., p. . 

41"Th F . II e unction of Criticism at the Present Time, ibid., 
pp. 8-9. 

4211Heinrich Hei· ne, 11 • b · d 17 7 17 8 ]. ]. ., pp. - . 
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sound and poetical, alike when his subject is grand and when 

it is plain: with him the subject may sink, but never the 

poet. ,,43 

Arnold's critical statements about the poet contain 

the seeds of his critical statements about poetry. If the 

poet is a man of genius, his poetry also is governed by 

genius. If the poet is an artist, his poetry reveals his 

craftsmanship . If the poet emulates the ancients, his poetry 

embodies their architectonice. If the poet interprets life, 

his poetry is a criticism of life. Although Arnold's concept 

of poetry is an outgrowth to some extent of his concept of 

the poet, there exists an interdependency between the two 

rather than a mere one-sided dependency, for the grandeur of 

the poet's vocation rises from Arnold's concept of poetry as 

"the crown of literature. 1144 

As genius is the source of the poet's power, so it is 

11 the ruling divinity of poetry." 45 Arnold, quoting Goethe, 

virtually identifies the two: '''Poetry is to be called . 

genius. 11146 Forced by genius "to talk and to think, 1147 

_4311 Last Words on Translating Homer," On the Study of 
Celtic Literature and On Translating Homer, pp. 263-264. 

4411Count Leo Tolstoi," Essays in Criticism (2nd series), 
p. 257. 

4511The Literary Influence of Academies," Essays in 
Criticism (1st series), p. 62. 

4611 Introduction to Poetry: Poets, Dramatists, Novelists," 
Es~ays, Letters, and Reviews E.Y Matthew Arnold, ed. Fraser 
Neiman (Cambridge, Massachusetts: Harvard University Press, 
196O),p. 238, quoting "Maximen und Reflexionem ," Goethes 
Samtliche Werke, XXXVIII, 277. 

47"Introduction to Poetry: Poets, Dramatists , Novelists," 
ibid., p. 238, hereafter cited as "Introduction to Poetry." 
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poetry is that form of man's expression by which he is able 

to speak most excellently. So convinced is Arnold of the 

perfect connnunicative nature of poetry48 that he refers 

specifically to it at least three times in his critical 

writing. In the essay entitled "Wordsworth," he states, 

"Now poetry is nothing less than the most perfect speech of 

man, that in which he comes nearest to being able to utter 

the truth. 1149 In "The French Play in London, 11 he calls poetry 

11 the most delightful and perfect form of utterance that human 

words can reach. 115° Finally, he says that poetry is the best 

way of securing 11 the ear of the world; for poetry is simply 

the most beautiful, impressive, and widely effective mode of 

saying things, and hence its importance. 1151 

As Arnold stresses the importance of knowledge, ideas, 

and criticism in the poet's role as interpreter of life, so 

he emphasizes the intellectual aspect of poetry as essential 

to its connnunicative aspect. Although he sees poetry as the 

union of thought and art, 52 he recognizes the dominance of 

48The three quotations following in the text of the 
chapter might be considered Arnold~s interpretation of 
Longinus' definition of sublimity: 11 Sublimity is an eminence 
and excellence in language11 ("On the Sublime, 11 p. 53). 

49Essays in Criticism (2nd series), p. 128; italics are 
mine. 

5OMixed Essays, Irish Essays, and Others, p. 435; italics 
are mine. 

5111~ein7ich Heine, 11 Essays in Criticism (1st series), 
p. 161; italics are mine. 

5211 The Study of Poetry, 11 Essays in Criticism (2nd series), 
p. 4. 
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the intellect and objects to identifying poetry with art. 

Because poetry is "in closer contact with the intelligential 

nature of man," it thinks and is therefore more interpretive 

than art . 53 Indeed, poetry is the "interpretress of the 

natural world, and she is the interpretress of the moral 

world. 1154 In its interpretive role, poetry expresses the 

idea, the fact, to which it attaches beauty and emotion. 55 

It is these latter elements, beauty and emotion, which 

distinguish the thought of poetry from the thought of science56 

and which cause poetry to be the "diviner sister1157 of science. 

Science thinks, but it does not think emotionally. Poetry 

thinks, but it invests the thought with emotion and with 

beauty. 58 "' It [poetry] is the impassioned expression which 

is in the countenance of all science. 11159 At most then, 

5311 Introduction to Poetry, ' ' Essays, Letters , and Reviews 
.QY Matthew Arnold, p. 238. 

5411Maurice de Guerin," Essays in Criticism (1st series), 
pp. 106-107. 

5511Introduction to Poetry," Essays, Letters, and Reviews 
Qv Matthew Arnold, p . 239. Arnold quotes himself in""The 
Study of Poetry," Essays in Criticism (2nd series), pp. 1-2. 

5611Introduction to Poetry," ibid., p. 238. 

5711 0n the Study of Celtic Literature, " On the Study of 
Celtic Literature and On Translating Homer, p. 58. 

5811 Introduction to Poetry , " Essays, Letters, and Reviews 
.QY Matthew Arnold, p. 238 . 

5911 The Study of Poetry," Essays in Criticism (2nd series), 
p. 3, quoting Wordsworth's Preface to Lyrical Ballads, Prose 
Works, ii. 91. This passage is quoted also in The Note-Books 
of Matthew Arnold, ed. Howard Foster Lowry, Karl Young, and 
Waldo Hilary Dunn (London: Oxford University Press, 1952), 
p. 329. 
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beauty and emotion elevate the intellectual aspect of poetry 

to the communicative aspect; and, at least, they relate the 

intellectual aspect of poetry to its communicative aspect. 

When Arnold calls poetry "a criticism of life, 1160 he 

does so not to identify the essence of poetry but to identify 

its activity or function. In a letter to his friend Clough, 

he refers to the ;i two offices of Poetry--one to add to one's 

store of thoughts and feelings [ interpretive power] --another 

to compose and elevate the mind by a sustained tone, numerous 

allusions, and a grand style [fonnative power] . 1161 Arnold 

designates the interpretive power of poetry with its 

associative power of criticism of life as "the grand power of 

poetry . 11 62 Through its two-fold aspects of natural inter

pretation and moral interpretation, the interpretive power 

advances the controlling idea of poetry, namely, "the 

substantial unity of man. 1163 Natural interpretation (poetry 

with "natural magic") seizes the secrets of nature by 

rendering the essential reality of an object, the greatness, 

beauty, and wonder of life; 64 whereas moral interpretation 

(poetry with "moral profundity") , by applying moral ideas 

6011 The Study of Poetry," ibid. , p. 5. 
61 Letter 26, The Letters of Matthew Arnold to Arthur 
Clough, pp. 100- 101 . 

6211M . d G / . II E . C . . . (1 . ) aurice e uerin, s says in riticism st series , 
p. 81. 

_63"?n the Study of Celtic Literature," On the Study of 
Celtic Literature and On Translating Homer, p. 58 . 

6411Maurice de Guer i n , " Ess ays in Criticism (1st s eries), 
p. 111; see also pp . 81- 82 . 
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to life, indicates how to live. 65 Thus the interpretive 

power of poetry heightens life by awakening in man a more 

intimate awareness of reality which reconciles him with 

himself and the universe. 66 A synthesis and exposition of 

realities--here is Arnold's meaning of poetry as "a criticism 

of life . " 

Arnold attributes the second function of poetry, the 

formative power with its associative power of delighting , 

"the best poetry . 1167 He uses the term f orma ti ve power to 

refer to the shaping and developing of man's spiritual 

powers: " ' Good poetry does undoubtedly tend to form the 

soul and character; it tends to beget a love of beauty and 

to 

of truth in alliance together; it suggests, however indirectly, 

high and noble principles operative . Hence its extreme 

6S11wordsworth ," Essays in Criticism (2nd series), 
pp. 141-144. Arnold observes that most poets tend toward 
one or the other form of the interpretive power, but that 
some poets do strive to strike a balance which usually ends 
in favor of moral interpretation. ("Maurice de Guerin," 
Essays in Criticism [1st series] , p . 111) . Peter Worth 
suggests that Arnold's term na t ural magic may be applied to 
"the influence exerted by the phys i cal elements in the art 
object and to the sensory entanglements of what is corrnnonly 
called 'esthetic surface ' --that is, in effect, to the power 
of the work of art as a physical ' thing' which endears itself 
to our senses . " Moral pr ofundity ma y be applied to "the 
signified value of the work of art or to wha t it generates 
in terms of massed fee lings and conceptions" C'A Source of 
Excellence: Two of Matthew Arno l d ' s Terms Adapted , " Pra irie 
Schooner , XXXI 1957 , 219-227) . 

6611Mauric e de Guerin," Es says i n Criticism (1st s eries) , 
pp . 110-111. 

6711 The Study of Poetry ," Es s ays in Criticism (2nd 
series) , pp. 5- 6 . 
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importance to all of us; .•. 11 • 68 Acting independently of 

a teacher or other intermediary, 69 poetry fortifies, 

elevates, 70 and quickens the reader, helping him to relate 

the world to his need for conduct, to his need for beauty. 71 

Here Arnold obviously interrelates the moral interpretive 

and the formative powers as he includes conduct, the "how to 

live," in poetry, thus identifying poetry as a magister 

vitae . 72 

Following the Horatian idea that poetry may instruct and 

delight, Arnold states that poetry not only forms but also 

gives joy. 73 He urges his friend Clough to give pleasure in 

his poetry and to attain the beautiful . 74 Convinced of his 

position, Arnold argues that it is not sufficient for the 

poet to add to man's knowledge, that the poet must add, indeed 

68General Report for the Year 1880, quoted by John 
Shepard Eells, Jr. in The Touchstones of Matthew Arnold, 
p. 26. 

69General Report for the Year 1878 and General Report 
for the Year 1880, ibid . , pp. 25-26. 

70rt appears that Arnold is turning once more to a 
Longinian principle, namely, that sublimity consists in 
elevation. 

7111Literature and Science," Discourses in America, p. 123. 
In a letter to Clough, Arnold insists on the animating and 
ennobling activities of poetry (Letter 51, The Letters of 
Matthew Arnold to Arthur Hugh Clough, p. 146). 

72Letter 40, ibid., p. 124. 

7311The Study of Poetry , " Essays in Criticism (2nd 
series), pp. 5-6. 

74Letter 25 , The Letters of Matthew Arnold to Arthur 
Hugh Clough, p . 99. 
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he is " required" to add, to man's happiness, to "inspirit and 

rejoice the reader. 11 75 In a letter to a sister, he expresses 

succinctly the importance he attributes to the function of 

poetry to delight: " That the things [ his poems] should wear 

well, and be found to give pleasure as they come to be better 
76 known, is the great matter." As ideas are the keystone of 

the interpretive power , so are they essential to the power of 

forming and of delighting. The ideas in good poetry form 

man's spiritual side to the good and beautiful; and in 

fulfilling his needs, they satisfy, please, and delight. 

Through their common bonds of ideas, the interpretive and 

formative powers of poetry achieve a harmonious perfection 

f b d . 11· 77 o eauty an inte igence. 

To be capable of fulfilling such high destinies, poetry, 

as has been noted already, must be of a 11 high order of 

excellence. " 78 As such, it keeps the whole ever before it 

and does not lose itself in its parts; in other words, its 

form is subordinate to its content: "Modern poetry can only 

subsist by its 'contents. 11179 Arnold is reluctant to offer 

75Preface to first edition of ·Poems (1853), The Poems of 
Matthew Arnold , p. 591. 

76To Miss Arnold, (1882), Letters of Matthew Arnold, 
1848-1888, II, 228-229. 

7711 sweetness and Light," Culture & Arnachy and 
Friendship's Garland, p. 18. 

7811 The Study of Poetry," Essays in Criticism (2nd 
series), pp. 3-4. 

79Letter 40, The Letters of Matthew Arnold to Arthur 
Hugh Clough, p . 12°4';see also 'Tlifhe Literary Influence of 
Academies," Essays in Criticism (1st series), pp. 51-52. 
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any more substantial clarification of the qualities of the 

best poetry because concrete examples of excellent poetry, 

he maintains, are to be preferred to abstract analysis of 

the component parts. 80 He therefore proposes his touchstone 

theory as a tool to be used by the reader to recognize 

excellence in poetry. According to Arnold's theory, short 

passages or single lines (touchstones) from the works of the 

"great masters" are applied to other poetry to test the 

degree of the poetic quality of the latter . 81 By keeping 

the reader's judgment of poetry clear and sound, the touch

stones conduct him to the real estimate of poetry , to rating 

a poet's work at its proper value. 82 The real estimate, the 

only true estimate of poetry, 83 is superi or to the historic 

estimate (regarding a poet's work as a stage in the 

development of a nation's language, thought, and literature) 84 

and the personal estimate (judging a poet's work according 

to personal preferences). 85 The touchstones enable a reader 

8011 The Study of Poetry, " Essays in Criticism (2nd 
series), p. 20. Longinus was the first to quote extensively 
from writers in order to illustrate by examples his 
principles on sublimity; in his touchstone theory Arnold 
adheres to this Longinian tradition. 

81rbid., pp. 16-17. 

82rbid., p. 19. 

83rbid., p. 6. 

84rbid., pp. 6-7. 

85rbid., p. 7. Eells states that Arnold, though warning 
against the personal estimate as a criterion of poetry, in 
reality follows it in the touchstones, which represent those 
states of mind most habitual in Arnold's own poetry (The 
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to perceive when a work drops out of the class of the very 

best; on the more positive side, they enable him to have a 

11 clearer sense and deeper enjoyment of what is truly 

excellent. 1186 Who are the "great masters" mentioned in the 

touchstone theory? Arnold so honors Homer, Dante, Shakespeare, 

and Milton, and cites eleven touchstones from their works: 

three from the Iliad of Homer--

"'A bE:1.Aw') 'Ti <1'¢w~ ~6JA-EV TT>1Aft: ix'.va~--r, 
0v1-ru.>; v,µE:1<; S' io--rov ay~f c.J 1'"'' ix0a.va.1'"'w --r~. 
~ 'J..11/l S'\f'<T'Tv'/VOL0'1, )"-E."i' CI.V:,fJ..01,'ll &:>.yE:-' €,X_)j"i"OV; 

(xvii. 443-4t\5) 88 

Touchstones of Matthew Arnold, pp. 244-245). Eight of the 
touchstones reflect varying degrees of melancholy; two 
constitute, for Arnold, the cornerstones of Christianity ; and 
one expresses fortitude under suffering . (p. 213). 

8611The Study of Poetry," pp. 1_0-11. 

87Ibid., p. 16; translations of the passages from the 
Iliad and from the Divine Comedy are those given by Arnold . 
"'So said she; they long since in Earth's soft arms were 

reposing, 
There, in their own dear land , their fatherland, 

Lacedaemon. ' 11 

88rbid., p. 17, n. 1. 111 Ah, unhappy pair, why gave we 
you to King Peleus, to a mortal? but ye are without old age, 
and immortal. Was it that with men born in misery ye might 
have sorrow? ''' 

89Ibid., p. 17, n. 2. "'Nay, and thou too, old man, in 
former days, wast, as we hear, happy. "' 
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three from the Divine Comedy of Dante--

Io no piangeva; sl dentro impietrai. 
Piangevan elli ... 

(Inferno xxxiii.39 ,40) 90 

Io son fatta da Dio, sua mere ~, tale, 
Che la vostra miseria non me tan~e, Ne fiarrnna d' esto incendio non m assale ... 91 

(Inferno ii.91-93) 

' In la sua volontade e nostra pace. 92 
(Paradiso iii.85) 

two from Shakespeare--

Wilt thou upon the high and giddy mast 
Seal up the ship-boy's eyes, and rock his brains 
In cradle of the rude imperious surge. . . 93 

(Henry IV Part II III . i.18-20) 

If thou didst ever hold me in thy heart, 
Absent thee from felicity awhile, 
And in this harsh world draw thy breath in pain 
To tell my story ... 

(Hamlet V. ii .360-363)94 

90Ibid ., p. 18 , n. 1. " 'I wailed not, so of stone grew 
I within;--they wailed . "' Eells accurately notes that Arnold 
incorrectly cites lines 39,40 for this passage; the line 
numbers should be 49,50 (The Touchstones of Matthew Arnold, 
p . 83). 

9111 The Study of Poetry, 11 p. 18, n. 2. '" Of such sort 
hath God, thanked be His mercy, made me, that your misery 
toucheth me not, neither doth the flame of this fire strike 
me . '" 

92Ibid., p. 18, n. 3. " 'In His will is our peace.' " 

93Ibid. , p . 18. 

94Ibid. , p . 19 . 
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and three from Paradise Lost by Milton--

Darken'd so, yet shone 
Above them all the archangel; but his face 
Deep scars of thunder had intrench'd, and care 
Set on his faded cheek ... 

(I.599-602) 

And courage never to submit or yield 
And what is else not to be overcome ... 

(I.108-109) 

.•. which cost Ceres all that pain 
To seek her through the world. 95 

(IV.271-272) 

Arnold is content to offer the touchstones and to let the 

reader recognize in them their conunon possession of the 

highest poetical quality. So convinced is Arnold of the 

perfect communicative power of poetry that he does not seem 

to realize that a problem of recognition of quality might 

exist for some readers. Pressured to give some critica l 

account of the "characters" of poetical excellence, but 

conscious of the limitations of his critical faculty, 96 he 

ventures to lay down " not indeed how and why the characters 

arise, but where and in what they arise. 1197 

95rbid., p. 19; all three passages from Milton are cited 
by Arnold on this page. 

96rbid., p. 23; see also "Count Leo Tolstoi," Essays in 
Criticism (2nd series), p. 285, and "Literature and Science," 
where Arnold states his unconcern and inability to discuss 
how two statements differ in their effects upon the reader 
(Discourses in America, pp. 119-123). Arnold 's inability to 
handle abstractions is noted several times by Eells in The 
Touchstones of Matthew Arnold. 

9711 The Study of Poetry, " p. 20. 
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The characters of a high quality of poetry are in the 

matter and substance of poetry and in its manner and style. 98 

Both the matter and substance on the one hand, and the manner 

and style on the other, have a mark, an accent, of "high 

beauty, worth, and power. 1199 Characteristically, Arnold 

refuses to define this mark in the abstract. Instead, he 

states that the mark and accent are 11 as gived' by the matter 

and substance and by the manner and style.lOO Substance and 

matter acquire their special character from possessing high 

h d h . h . 101 trut an ig seriousness. Perhaps it is not reading too 

much into Arnold's statements to say that truth and high 

seriousness of matter and substance constitute the law of 

poetic truth. 102 

Arnold identifies truth as the end and aim of all 

literature, 103 and he adds that the properties of truth are 

beauty and light. 104 Expressing the necessary relationship 

between truth and beauty, he states, "To see things in their 

beauty is to see things in their truth. 11105 It is truth and 

303. 

98rbid., pp . 20-21 . 

99Ibid., p. 21. 

lOOibid. 

lOlibid. 

10211Byron, 11 Essays in Criticism (2nd series), p. 187. 

10311 Joubert, 11 Essays in Criticism (1st series), pp. 302-

104rbid., p. 284 . 

10511John Keats," Essays in Criticism (2nd series), p. 116. 
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beauty which make the Greek (and we might substitute "any 

poet") , the artist. 106 

Poetry has truth of substance by a "large , free, sound 

representation of things. 11107 What "things" are to be 

represented? The eternal objects of poetry, Arnold answers, 

are human actions, 108 which are interesting in so far as they 

powerfully appeal to the permanent passions. 109 By the term 

human actions, he refers to mental and behavioral change 

rather than physical movement: the business of the poet is 

"with the inward man. nllO Consequently, the date of the 

action, whether it occurs in the time of Macbeth or in the 

t . f A . 1 . 1 · lll · h ime o gamemnon, is re ative y unimportant since t e 

poet is concerned not with external details but with the 

internal . By selecting past actions as proper to tragedy and 

present actions as proper to lighter types of poetry, Arnold 

follows the practice of the Greeks . He concedes, however, 

that the important thing is the choice of a great action 

10611 A Speech in Response to a Toast to 'Literature,'" 
Essays, Letters, and Reviews !?.,y Matthew Arnold, p. 200. 

10711 The Study of Poetry," Essays in Criticism (2nd 
series), p. 28. 

l08Preface to the first edition of Poems (1853), The 
Poems of Matthew Arnold, p. 593. Although Arnold is referring 
to tragedy in his discussion of action, he adopts some of 
these principles in his own poetry of other types. 

l09rbid . , pp. 593-594. 

llOibid., p . 595. 

111Ibid ., p. 595. 
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dl f h . 112 regar ess o t e time. To those who deny the importance 

of a great action, he argues that the poet should receive 

interest and force from the subject and should not have to 

impart these powers to it. 113 With the ancients, he exclaims, 

'"All depends upon the subject; choose a fitting action, 

penetrate yourself with the feeling of its situations; this 

done, everything else will follow. 111114 

Offering no definition of the Aristotelian term high 

seriousness, Arnold prefers to cite absolute sincerity as the 

source of this accent of poetry. 115 Since the touchstone 

he offers as elucidation ("In la sua volontade e nostra 

pace") is moral by nature, most scholars agree that high 

seriousness is some form of moral earnestness. 116 As truth 

and high seriousness give the accent of matter and substance, 

so do diction and movement in particular give the special 

character of manner and style . 117 The two superior characters 

112Preface to second edition of Poems (1854), The Poems 
of Matthew Arnold, p. 608. 

ll3Ibid., pp. 608-609. 

114Preface to the first edition of Poems (1853), The 
Poems of Matthew Arnold, p. 597. 

115"The Study of Poetry," Essays in Criticism (2nd 
series), p. 48. 

116 
Eells, The Touchstones of Matthew Arnold, pp. 223-

224; W [illiam] S. Knickerbocker, ''Matthew Arnold's Theory of 
Poetry, " Sewanee Review XXXIII (1925), 442; Wayne Shumaker, 
"Matthew Arnold ' s Humanism: Literature as a Criticism of 
Life," Studies in English Literature, 1500-1900 (Rice 
University), II-ZAutumn 1962), 395. 

11711 The Study of Poetry," Essays in Criticism (2nd 
series), p. 22 . 
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are vitally connected with one another. To the degree that 

movement and diction are absent from manner and style, to 

that degree also are truth and high seriousness absent from 

matter and substance. Conversely, truth and high seriousness 

are present in or absent from substance and matter in direct 

proportion to the presence or absence of movement and diction 

in style and manner. 118 As truth and high seriousness of 

matter and substance constitute the law of poetic truth, so, 

we may say, do the "felicity and perfection" of diction and 

· h 1 f . b 119 movement constitute t e aw o poetic eauty. 

Movement, as Arnold uses the term, is rhythm and meter. 

Rhythm, coinciding with the sense and legitimate accent of 

the verses of poetry, 121 is the basis of all poetical 

success; 122 but meter is no less important . Meter must be 

appropriate to the subject; that is, it must carry to the 

subject an appropriate style. 123 Consequently, it is vital 

for the poet to find a meter adequate to convey the highest 
124 matters of poetry . For Arnold, the hexameter possesses a 

118Ibid. 
11911B 11 • b. d 187 yron, 1. 1. • , p . . 

12011 The Study of Poetry, " ibid., p. 247. 

12111 0n Translating Homer, " On the Study of Celtic 
Literature and On Translating Homer, p. 216. 

122Letter to Mr. Wilde, "Four Arnold Letters,11 p. 278. 

12311 0n Translating Homer , " On the Study of Celtic 
Literature and On Translating Homer, p. 216. 

120 

12411 Maurice de Guerin," Essays in Criticism (1st series), 
p. 83. 
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a "natural dignity," appropriate for an English translation 

of Homer . 125 Arnold does acknowledge, however , that most 

English hexameters have a "lumbering effect," which he 

attributes to excessive use of the dactyl. 126 He finds the 

ten- syllable couplet inadequate in tragedy and elevated 

poetry, 127 but it is the "most successfully essayed grand 

style" in didactic poetry . 128 It is for the iambic line , 

however, that Arnold reserves his highest praise . The iambic, 

whether in blank verse, in hexameters , or in the heroic 

couplet, has a " high and adequate form," a "high and splendid 

quality. " 129 

The mighty power of poetry, according to Arnold, resides 

chiefly in the refining and elevation wrought by an excellence 

of the great style . 130 The great or grand style arises in 

poetry "when .2. noble nature, poetically gifted, treats with 

simplicity .QE with severity a serious subject .11131 Here with 

12511 0n Transla ting Homer , n On the Study of Celtic 
Literature and On Translating Homer, p. 217 . 

126Ibid., p . 214 . 

12711 The French Play in London~" Mixed Essays, Irish 
Essays, and Others, p . 439. 

128110n Translating Homer," On the Study of Celtic 
Literature and On Translating Homer, p. 20L~. 

12911 The French Play in London , " Mixed Essays, Irish 
Essays, and Others, p. 436 . 

13011Milton," Essays in Criticism (2nd series), pp . 63-64. 

13111 Last Words on Translating Homer," On the Study of 
Celtic Literature and On Translating Homer, p. 265; italics 
are Arnold's . 
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the grand style, as with the characters of poetry, Arnold 

retreats from abstract analysis to concrete examples, a 

course of action which he justifies by averring that 11 the 

presence or absence of the grand style can only be spiritually 

discerned . n132 Citing passages from the masters of the grand 

style--Homer, Dante, and Milton--Arnold identifies Homer as 

the best model of the grand style simple133--

' I ' Q.LW)) a.(J¢0.>-..1'j<; 
OV )< e.ye.v-r' ov-r' AtaK~.5<:t ,rapo. TT~~EcL, 
ovTi:: TiO.f' JVTt. (n 'f I<« b)'-<.f • A'- yov'T«.t, _µav j3po,-wV 
'ol\fJOll ,(rrri:.p'r"ov oL cr.Xe.Zv, ot'. 'T'= Kat X,pvqa.r-rrv><wll 
pE:>-,,-0..1,;< E:VIXV ill i!,fE." Moc.a-iv, i<t:d €1) l1TT"-""Tfv>.01,~ 134 a LO)I 'Byt /a1,~ . . . (Iliad) 

Milton as the best model of the grand style severe135--

"Of man's first disobedience, and the fruit 
Of that forbidden tree, whose mortal taste 
Brought death into the world, and all our woe, 
With loss of Eden, till one greater Man 
Restore us, and regain the blissful seat, 
Sing , heavenly muse." 136 

(Paradise Lost I.1-6) 

and Dante as affording admirable examples of both the grand 

132110n Translating Homer,1' ibfd., p . 194. 
133 "Last Words on Translating Homer, " ibid., p . 266 . 

134rbid ., p. 268, n. 1 . " ' A secure time fell to the lot 
neither of Peleus the son of Aeacus, nor of the godlike Cadmus; 
howbeit these are said to have had of all mortals, the supreme 
of happiness , who heard the golden-snooded Muses sing, one of 
them on the mountain (Pelion), the other in seven-gated 
Thebes.'" Arnold does not give the book or line references. 

135Ibid., p. 266. 

13611 0n Translating Homer , " ibid., p . 206. 
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style severe--

"Indi m' han tratto su gli moi conforti, 
Salendo e rigirando la Montagna 
Che drizza voi che il mondo fece torti. 137 

(Purgatory xxiii.124-126) 

and the grand style simple138--

" Tanto dice di farmi sua compagna 
Ch' io saro la dove fia Beatrice; 
Quivi convien che senza lui rimagna. 139 

(Purgatory xxiii.127-129) 

Because the grand style simple is more magical, more dependent 

upon the poetical gift, he prefers it to the grand style 

severe, which is more intellectual and more imitable. 140 

Intense compression , which prevents explicitness, identifies 

the severity of the grand style; but the "most limpid plainness 

and clearness'' identify the simplicity of the grand style . 141 

Distinct from the grand style but concomitant to it is 

the general term style used by Arnold. In his own words, 

style is " a peculiar recasting and heightening, under a 

certain condition of spiritual excitement, of what a man has 

13711 1ast Words on Translating Homer," ibid., p. 267. 
Since Arnold does not offer a translation of these lines from 
Dante, I cite the translation given by H. R. Huse (New York: 
Holt , Rinehart and Winston, 1954) . "His comforting has brought 
me up, climbing and circling the mount which straightens what 
the world makes crooked . " 

13811Last Words on Translating Homer, " ibid ., p. 266. 

139Ibid., p. 267 . "He will bear me company, he says, 
until I am where Beatrice is; there I must remain without him. 11 

140Ibid., p. 268. 

141Ibid., pp . 266-267. 
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to say, in such a manner as to add dignity and distinction 

to it. 11142 Again he defines it as saying in the best possible 

way what one has to say. 143 As Arnold prefers the simplicity 

of the grand style to its severity, so he here identifies the 

11 perfectly simple, limpid style" as the supreme style. 144 

Arnold cites Joubert's statement that the use, by a poet, of 

familiar or cormnon words indicates that he has assimilated 

the thought or feeling he is expressing. Common words there-

fore make his style more frank and easy, and they appear 

true because they are so clear. 145 Truth of poetical 

expression, maintains Arnold, is the essence of style; 146 

truth, it will be recalled, is the end and aim of all 

literature. 147 

more 

and 

The pursuit of the " classic" or the very best is at the 

heart of Arnold's criticism. In his critical statements 

14211 0n the Study of Celtic Literature," ibid., p. 106 . 
In "Wordsworth," Arnold also refers to the "subtle heightening 
and change wrought by genuine poetic style" (Essays in 
Criticism [ 2nd series] , p. 157) . 

l43Letter 6, The Letters of Matthew Arnold to Arthur Hugh 
Clough, p. 65. 

14411 0n the Study of Celtic Literature," On the Study of 
Celtic Literature and On Translating Horner, p . 104. 

14511Joubert," Essays in Criticism (1st series), pp. 283-
284. ArnQld advances a similar idea about genuine poetic 
language arising from reflective consideration in his essay 
"Thomas Gray , " where he states that the evolution of the 
language of genuine poetry is "that of a thing which has been 
plunged in the poet's soul until it comes forth naturally and 
necessarily" (Essays in Criticism [2nd series) , pp . 96-97). 

14611 0n the Study of Celtic Literature," On the Study of 
Celtic Literature and On Translating Homer, p. 112. 

147see page 36. 
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about literature, Arnold views poetry of high excellence as 

resulting from a perfect harmony of genius and artistry and 

conforming with poetic truth and poetic beauty. Few in 

number are those poets who achieve such poetic greatness; 

but in their ranks Arnold discovers Horner and the ancients, 

Dante , and Milton . They alone are the consistently great, 

from whose works any line may be selected at random to exhibit 

the highest quality of poetry, to exhibit the grand style. 

What of those poets who are not among the true classics? 

These "poets of the next rank" lack either perfect truth and 

seriousness of matter and substance or perfection and felicity 

of manner and style . Among these poets, Arnold finds it · 

necessary "to take what we can get, to forego something here, 

to admit compensation for it there; to strike a balance and 

to see how our poets stand in respect to one another when 

that balance has been struck. 11148 Even as he was interested, 

not in the form or meaning of particular poems of the best 

poets, but in the quality and scope of their vision, so in 

his discussions of the lesser poets does he concentrate on 

the presence in their works of the characters of poetry. 

Arnold peruses the poetry of the English poets for high 

seriousness and truth of substance, which are necessarily 

allied with the criticism of life in the interpretive power. 

He rejects Chaucer as a great classic because while he has 

truth of substance--his vision of life being large, free, and 

l48 11Byron, " Essays in Criticism (2nd series), pp. 187-
188. 
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clear149--he lacks high seriousness. 150 Dryden and the 

eighteenth-century poets , especially Pope , cannot be 

considered classics in poetry because they are classics in 

prose . Their poetry fails to venture below the surface of 

things, 151 to see the object as it really is in its truth 

and beauty. 152 Consequently, they do not offer a powerful 

application of ideas to life; they do not offer an adequate 

poetical criticism of life. 153 In Gray , Arnold finds "the 

scantiest and frailest of the classics. 11154 Gray is a weak 

classic because he does not consistently have the poetic 

manner of the Greeks; nor does he ever attain an independent 

criticism of life. 155 Nevertheless, he is basically a classic 

because he caught the poetic point of view of the Greeks. 156 

Exhibiting a genuine criticism of life, 157 truth of substance, 

and truth of style, the poetry of Burns is " sound to the 

core"; but the absence of excellent seriousness deprives his 

poetry of the accent of the highest quality . 158 The age 

14911 The Study of Poetry," ibid., pp. 27-28, 33. 

lSOibid., p. 34. 

15111Thomas Gray," ibid., p. 96. 
152 

Ibid ., p. 92. 

15311 The Study of Poetry , " ibid ., pp. 40-42. 

154rbid ., p. 42. 

155Ibid.; also see "Thomas Gray," ibid., pp. 92, 94-95. 
156 

" The Study of Poetry," p . 42. 

157Ibid ., pp . 49-50 . 

158Ibid. , p. 52. 
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itself, with its absence of a national current of ideas, 

denied the Romantic poets, as a group, the exercise of the 

interpretive power of poetry. 159 Their source was a great 

movement of feeling rather than mind. 160 As a result, 

Shelley lacks a sound subject-matter; 161 and Byron 

insufficiently possesses the comprehensive and thorough 

knowledge of life so essential to the critical effort. 162 

Keats, too, needs the idea of the world in order not to be 

"prevailed over by its multitudinousness. 11163 Wordswor th, 

alone of the Romantic poets, exhibits truth of subject and 

truth of execution. 164 Because he deals with life, 165 because 

he "has something to say,11166 Arnold recognizes Wordsworth 

as the greatest of the modern poets, the greatest, indeed, 

since Milton. 167 Only insufficient knowledge makes his 

15911 The Function of Criticism at the Present Time," 
Essays in Criticism (1st series), pp. 8-9. 

160rbid . , pp . 9-10. 

16111Byron," Essays in Criticism (2nd series), p. 165. 

16211 The Function of Criticism at the Present Time," 
Essays in Criticism (1st series), pp. 6-7. 

163Letter 24, The Letters of Matthew Arnold to Arthur 
Hugh Clough, p. 97. 

16411wordsworth," Essays in Criticism (2nd series), p. 159. 

165rbid., pp. 141, 146-148, 153-154. 

16611Address to the Wordsworth Society," Essays, Letters 
and Reviews !?.Y Matthew Arnold, pp. 250-251. 

16711 wordsworth," Essays in Criticism (2nd series), pp. 
132-133, 160; letter to Miss Arnold, April 14, 1879, Letters 
of Matthew Arnold , 1848-1888, II, 181-182; "Last Words on 
Translating Homer," On the Study of Celtic Literature and On 
Translating Homer,p. 292 . 



. . l d . 168 poetry wanting in comp eteness an variety. Arnold is 

reluctant to speak about his contemporaries; but he does 

observe that Tennyson is deficient in intellectual powers 169 

and that Browning, like Keats, needs an idea of the world on 

which to center his poetry. 170 

Having considered the poetic strengths and weaknesses 

of the poets of the next rank as pertains to substance and 

matter, Arnold next focuses upon the manifestation of style 

and manner in their poetry. He has nothing but praise for 

Chaucer's "divine liquidness of diction, his divine fluidity 

of movement." 171 In the tradition of this charm of diction 

and of movement follow Spenser, Shakespeare, Milton, and 

Keats . 172 Arnold is ambivalent in his judgment of Shakespeare 

as, on the one hand, he elevates the bard to the ranks of the 

poetical classics, 173 and, on the other, he denounces him as 

"not altogether, nor even eminently, an artist. 11174 

16811The Function of Criticism at the Present 
Essays in Criticism (1st series), p. 7. 

169Letter to Miss Arnold, December 17, 1860, 
Matthew Arnold, 1848-1888, I, 147~ 

Time" , 

Letters of 

170Letter 24, The Letters of Matthew Arnold to Arthur 
Hugh Clough, p. 97. 

17111 The Study of Poetry," Essays in Criticism (2nd 
series), pp. 28-29. 

172rbid., p. 29. 

173rbid., p. 35; "Milton,1' ibid., p. 59. 

17411A Guide to English Literature," Mixed Essays, Irish 
Essays, and Others, p. 145. 
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Shakespeare's greatness rests on his poetic interpretation175 

and on his pleasing diction and movement; 176 but this very 

gift of expression leads him astray into every style but that 

of simplicity. 177 The pivotal point of Arnold's uneasiness 

is that Shakespeare is not consistently great. His workman

ship being often far from "pure and flawless, 11178 he does not 

possess sureness of perfect style, 179 but frequently writes 

in the worst of all styles, the affected style. 180 Here is 

the real core of Arnold's dilenuna: Shakespeare does not write 

in the grand style, for the grand style, "although it may be 

harsh, or obscure, or cumbrous, or over-laboured," is never 

affected. 181 Arnold's final judgment of Shakespeare the poet 

remains ambivalent: "He [Shakespeare] is the richest, the 

most wonderful, the most powerful, the most delightful of 

poets; he is not altogether, nor even eminently, an artist . 11182 

Arnold says little about Burns' execution of manner and style 

17511 John Keats , " Essays in Criticism (2nd series), p . 120. 

17611B II 'b'd 177 yron, i i • , p. . 

177Preface to the first edition of Poems (1853), The 
Poems of Matthew Arnold, pp. 602- 603 . 

17811A Guide to English Literature," Mixed Essays, Irish 
Essays, and Others, p. 145. 

17911Milton," Essays in Criticism (2nd series) , p . 62. 
180 . 

"On Translating Homer," On the Study of Celtic 
Literature and On Translating Homer, p. 205. 

181Ibid . 

182 11A Guide to English Literature," Mixed Essays, Irish 
Essays, and Others, p. 145. 
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except that the energy and "bounding swiftness" of the 

Scottish poet does not bear the fluidity of Chaucer's manner. 

Nevertheless, Burns wields the greater force though the less 

Chann . 183 Th . f K h e sensuous expression o eats, on t e contrary, 

nearly approaches imitation of the perfection and loveliness 

of Shakespeare's movement and diction. 184 Ev¢v1c;, the ideal 

nature for the poet and artist, is wanting in Byron so that 

the poet's gifts--a fine and exact sense for word, structure, 

and rhythm--are not his . 185 "Byron is so negligent in his 

poetical style, he is often, to say the truth, so slovenly , 

slipshod, and infelicitous, he is so little haunted by the 

true artist's fine passion for the correct use and consummate 

management of words, that he may be described as having for 

this artistic gift the insensibility of the barbarian; 11186 

His defects are counterbalanced, however, by his power to 

conceive a single incident vividly and to make the reader see 

and feel it too. 187 In manner and style Wordsworth falls 

short of his eminence in the character of matter and 

substance. He has no style; 188 and when he seeks to have 

18311The Study of Poetry," Essays in Criticism (2nd 
series), pp. 50-51. 

18411John Keats , " ibid., pp. 120-121. 

185 1'Byron , 11 ibid., p. 198. 

186rbid., pp. 175-176. 

187rbid., pp. 169-170 . 

18811Wordsworth," ibid. , p. · 155. 
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one, he falls into "ponderosity and pomposity. 11189 His 

inferior work is "uninspired, flat and dull11 ; 190 but his best 

work reveals the guiding hand of Nature, who writes for him 

with her own " bare, sheer, penetrating power . 11191 

Basing his criticism of the major English poets upon 

his own poetics, Arnold finds but one classic in English 

literature, one poet who possesses the true sense of the 

grandeur of his poetic vocation, one poet who merits to be 

England's great artist in style--a style really high and 

pure . With unqualified praise, Arnold enthrones Milton as 

England's "one first-rate master in the grand style. 11192 

In so doing, he relegates the other poets to "the next rank." 

Among them reside Shakespeare, the "sometimes" classic; Gray, 

the "frailest" clas sic; and Chaucer, whose lack of high 

seriousness alone prevents his being a classic . Dryden, Pope, 

Burns, Shelley, Keats, Byron, and Wordsworth depart too 

frequently from a high standard of excellence as they fail 

in one or more aspects to achieve the high quality of the 

very best poets . 

189Ibid . , p. 156. 

190Ibid . , p . 135 . 

191Ibid., pp . 158-159. 

19211A French Critic on Milton," Mixed Essays, Irish 
Essays, and Others, pp. 200-201; see the entire essay "Milton," 
Essays in Criticism (2nd series). 



CHAPTER III 

THE GRAND STYLE AND THE SUBLIME 

Certain aspects of Matthew Arnold's literary criticism 

bear striking resemblance to the thought of Longinus, as I 

have noted in the preceding chapter. 1 Both critics agree 

that great writing can come only from a writer of noble 

nature; 2 that the great masters can inspirit young writers; 3 

that excellence of expression is the perfect vehicle in the 

communicative nature of writing; 4 and that quoted passages 

are effective means of explanation through illustration. 5 One 

of the most interesting similarities exists in their mutual 

adherence to the principle of elevation as the soul of great 

writing. 6 For Arnold, the power of elevation resides in 

1 See pp. 20, 26, 30, 32. 
2cf . Arnold 's "Byron," Essays in Criticism (2nd series), 

pp . 17 8-179, with Longinus, "On the Sub lime," p. 58. See also 
Geoffrey Tillotson (Criticism and the Nineteenth Century 
[ London: The Athlone Press, 1951 ] ,' p. 51) and John Campbell 
Major ("Matthew Arnold and Attic Prose Style," PMLA, LIX 
L1944] , 1094,n), who note Arnold's indebtedness to Longinus. 

3cf. Preface to first edition of Poems (1853), The Poems 
of Matthew Arnold, p. 603, with Longinus, p. 65. 

4cf . "Wordsworth, " Essays in Criticism (2nd series), 
p. 128; " The French Play in London, 11 Mixed Essays , Irish 
Essays, and Others, p . 435; "Heinrich Heine," Essays in 
Criticism"1lst series), p. 161, with Longinus, p . 53. 

5cf. the prose styles of both critics. 
6cf. "Milton," Essays in Criticism (2nd series), pp. 63-

64, with Longinus, p. 57. 
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"the grand style11 ; 7 for Longinus, it resides in "sublimity. 118 

Their terminology differs but their substance is similar, if 

not identical. 

"The grand style," the absence of which prevented so 

many poets from achieving greatness, is one of the most 

prominent principles in Arnold's critical statements. The 

grand style, says Arnold , arises in poetry "when..§! noble 

nature, poetically gifted, treats with simplicity Q! with 

severity a serious subject. 119 Two aspects of the grand style 

are irrnnediately evident: content ("serious subject") and form 

C'simplicity" and "severityn). Eells and Trilling recognize 

that the content or serious subject of the grand style of 

Arnold the critic is found in the poetry of Arnold the poet . 

Indeed, Eells relates the serious subject of the grand style 

to the high seriousness of matter and substance; and he 

analyzes Arnold's poetry in light of this relationship .lo 

Other critics have extended this relationship of serious 

subject and high seriousness to include criticism of life and 

have analyzed Arnold 's poetry accordingly. 11 Scholars have 

7"Milton " ibid. 
' 

8L ' 57 onginus, p. . 

911 Last Words on Translating Homer," On the Study of 
Celtic Literature and On Translating Homer, p. 265. 

10 The Touchstones of Matthew Arnold. 

11H. W. Garrod, Poetry and the Criticism of Life, The 
Charles Eliot Norton Lectures for 1929-1930 (Cambridge, 
Massachusetts: Harvard University Press, 1931); Wendell Stacy 
Johnson, The Voices of Matthew Arnold: An Essay in Criticism 
(New Haven, Connecticut: Yale University Press for Smith 
College, 1961) . 



53 

apparently neglected the form (simplicity and severity) of the 

grand style because of Arnold's vagueness in presenting a 

method of recognizing and achieving it . Lionel Trilling, 

tracing elevation, the content of the grand style, to its 

source, ventures to say that in many respects 11 the grand 

style is the 'Sublime . 11112 This statement is not so strange 

when one recalls the similarities in the critical theories 

of Arnold and Longinus mentioned at the beginning of this 

chapter. Indeed, there is an advantage to pursuing Trilling's 

assertion because, whereas Arnold gives no clear method of 

achieving the grand style, Longinus does give a definite 

method of recognizing and achieving the sublime. If we accept 

the premise that the grand style and the sublime are identical , 

then it follows that the method for achieving the sublime (the 

form of the sublime) will be a method for achieving the 

grand style (the form of the grand style). Hence, by 

analyzing Arnold's poetry for his use of the Longinian 

principles for achieving the sublime (the grand style), I 

shall show that Arnold the poet adheres to the grand style 

enunciated by Arnold the critic . 

An apparent obstacle to this procedure arises from the 

fact that nowhere does Arnold mention or allude to Longinus, 

although in his note- books , reading lists, letters, and 

writings, he frequently refers to other writers whom he 

12Matthew Arnold, p . 158; italics are Trilling's. In a 
general way, Trilling discusses elevation as the subject and 
effect of both the grand style and the sublime; but he fails 
to present the particulars requisite for making such a 
statement. 
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especially admires and whose thought he at times adopts, at 

least in part . Since Arnold had received extensive education 

in the Greek and Latin authors, 13 it seems strange that no 

reference to Longinus ever appears . He does refer to the 

Englishman Edmund Burke, but always to his political writings 

and never to his Discourse on Taste or his treatis e A Philo

sophical Enguiry into the Origin of Our Ideas of the Sublime 

and Beautiful , which received their initial impetus from the 

revived interest in Longinus during the eighteenth century. 

Perhaps- D. A. Russell sheds the clearest light on a possible 

answer to the problem. Stating that the nineteenth-century 

critics , with some exceptions, "neglected or despised" 

Longinus, he maintains that Arnold's speculations about the 

grand style without mentioning Longinus or the sublime 

exemplifies this attitude . 14 For the cause of this neglect 

he offers two reasons given by Quiller- Couch: "that the tone 

of acceptance of authority in (section] 44 [of Longinus' 'On 

13Anderson (Matthew Arnold and t he Classical Tradition) 
notes that Arnold's schooling inGreek and Latin began as 
soon as he could wald (p . 21) . His probable studies in the 
Senior part of Fifth form included Vergil's Georgics, the 
Satires of Horace, Sophocles' Electr a, and the Iliad and 
Odyssey of Homer (p . 5). By the time he entered Oxford, he 
may have read Thucydides, Herodotus , Sophocles , Aeschylus , 
Euripides , Aristophanes , Homer , Plato , Virgil, Horace , Livy, 
Tacitus , and Aristotle (pp . 9- 10) . While at Oxford, he 
probably added to his list Xenophon , Polybius, Juvenal , 
Pindar , Theocritus, Bion, Moschus , Plautus, Terence , and 
Lucretius (p . 11) . Anderson notes Arnold's adherence to the 
Longinian tradition (pp. 47 , 96 , 185) , but he does not 
indicate that Arnold studied Longinus. 

14n. A. Russell, Introduction to 'Longinus ' On the 
Sublime , ed . D. A. Russell (Oxford: Clarendon Press , 1964), 
p . xlvii. 
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the Sublime' ] was uncongenial to an age which gloried in 

revolutionary liberty, and that L [onginus] is not the sort of 

writer who provokes discussion--one feels that what is said 

is well said and that is the end of the matter . 1115 Russell 

adds a third reason, namely , that Longinus' statements about 

genuine passion and the liberties allowed to genius were 

novel to eighteenth-century writers but connnonplace to their 

. h 16 nineteent -century successors . The similarities in the 

theories of the two critics, as noted in detail at the 

beginning of this chapter, indicate that Arnold was undoubtedly 

cognizant of and influenced by Longinus' "On the Sublime." 

Analysis of the terms "grand style" and " sublime" will reveal 

just how deeply Arnold was indebted to Longinus . 

Arnold's statement about the grand style here bears 

repeating . The grand style, says Arnold, arises in poetry 

"when a noble nature , poetically gifted , treats with simplicity 

.Q.f with severity 1! serious subject . 1117 Analysis of this 

description of the grand style , as well as of his discussion 

of the simplicity and severity of the grand style, 18 reveals 

ten embedded ideas, eight of which find parallel expression 

in the thought of Longinus on the sublime: 

15rbid. 

16rbid . , p . xlviii . 

1711 Last Words on Translating Homer, " On the Study of 
Celtic Literature and On Translating Homer, p. 265. 

l81bid ., pp . 266- 268 . 
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1. The grand style pertains 
to poetry. 

2 . The grand style resides in 
man's written expression. 
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Longinus 

1. The sublime pertai~s to 
poetry and prose. 

2. The sublime is depende~5 
upon a writer's style. 

3. The man has a noble nature. 3 . The w2fter has greatness of 
soul. 

4. He possesses the poetical 
gift . 

5 . He writes about a serious 
subject. 

6 . A serious subject is a 
great or noble thing. 

4 . He possesses grz~t natural 
genius and art . 

5. He writes about that which 
satisfies the soul.23 

6. That which satisfies the 
soul (thz4subject) is great 
thought. 

7. He may write with severity. 7. He may write with restraint. 25 

8 . Severity is intense 
compression. 

8. ~estra~nt 2gsts in 
intens1. ty. 

9 . He may write with simplicity. 27 

10 . Simplicity is clearness and 
directness . 

191 . ong1.nus, p . 57. 

20rbid . 

21Ibid . , pp. 68-69 . 

22Ibid. , pp . 53-54, 58. 

23Ibid . , p. 82. 

24Ibid . , p . 58 . 

25Ibid. , p . 64 . 

26Ibid. 

27The whole fiber of Longinus' work implies the necessity 
of simplicity , directness, clearness, and plainness; his most 
explicit statement (and it really is implicit) about this 
matter is, "The handling of words conforms to the subject" 
(ibid., p. 86) . 
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Although the tenninology used by Arnold and Longinus is 

different, the concepts of the grand style and the sublime 

are obviously identical . I, therefore, posit the premise, 

" The grand style is the sublime. " 

As a means of achieving the sublime, Longinus presents 

the figures--apostrophe, asyndeton, repetition (epanaphora 

and epanalepsis), question and answer--and the tropes-

metaphor and simile--as allying themselves with sublimity . 28 

In the 14,054 lines of 128 poems written by Arnold, these 

figures and tropes appear with noticeable regularity. Arnold's 

use of the reiterative devices (asyndeton, epanaphora, and 

epanalepsis) is such a significant aspect of his poetic style 

that I shall reserve my discussion of them for the next 

chapter . 

The apostrophe , "a figure of speech which consists in 

addressing a dead or absent person , an animal , a thing, or 

an abstract quality or idea as if it were alive , present, 

and capable of understanding, 11 29 appears in forty-seven of 

128 poems written by Arnold . His uses of the apostrophe fall 

into six categories of addresses: 

to man or the world: 

Long fed on boundless hopes, 0 race of man, 
How angrily thou spurn'st all simpler fare! 

('' The Better Part, " 11. 1-2) 

28rbid . , p . 70 . Longinus also includes hyperbaton, groups, 
and periphrasis among the figures; I have omitted these from 
this present study in anticipation of a future study . 

29Encyclopedia of Poetry and Poetics , ed. Alex Preminger 
et al (Princeton , New Jersey: Princeton University Press , 
1965), p . 42 . 



58 

0 monstrous, dead, unprofitable world, 
That thou canst hear , and hearing hold thy way! 

(' 1Wri tten in Emerson's Es says, " 11. 1-2) 

0 man, whom Earth , thy long-vexed mother, bare 
Not without joy--so radiant , so endowed 
(Such happy issue crowned her painful care)-
Be not too proud! 

Oh when most self-exalted most alone, 
Chief dreamer , own thy dream! 

(" In Utrumque Para tus," 11. 32-37) 

Hast thou yet dealt him , 0 life, thy full measure? 
World , have thy children yet bowed at his knee? 

(''A Modern Sappho,1' 11. 33-34) 

to Nature or aspects of Nature: 

Blow , ye winds! lift me with you! 
I come to the wild. 
Fold closely, 0 Nature! 
Thine arms round thy child. 

("Parting , " 11. 75-78) 

And you , ye stars, 
Who slowly begin to marshal 
As of old, in the fields of heaven, 
Your distant, melancholy lines! 

("Emp edocles on Etna ,1 ' II . 276-279) 

Mild o'er her grave , ye mountains, shine! 
Gently by his , ye waters, glide! 

("A Southern Night ," 11. 137-138) 

to abstract ideas or qualities: 

Come , lightning Passion, that with foot of fire 
Advancest to the middle of a deed 
Almost before 'tis planned; come, glowing Hate; 
Come, baneful Mischief, from thy murky den 
Under the dripping black Tartarean cliff 
Which Styx 's awful waters trickle down-
Inspire this coward heart , this flagging arm! 

("Merope," 11. 1060- 1066) 
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Is it you , 0 beauty , 0 grace , 
0 charm, 0 romance , that we feel , 
Or the voice which reveals what you are? 

(" The Youth of Nature , " 11. 63- 65) 

to supernatural powers: 

0 Pan , 
How gracious is the mountain at this hour ! 

( 11 Empedoc les on Etna , " I. i. 5- 6) 

Ah, sweet angels , let him dream! 
(" Tr is tram and Iseult, " I.105) 

Yet show her once , ye heavenly Powers, 
One of some worthier race than ours! 

(' 1Urania, 11 11. 17-18) 

to the dead: 

I in the world must live; but thou, 
Thou melancholy shade! 
Wilt not , if thou canst see me now, 
Condemn me , nor upbraid . 

( 11 Stanzas in Memory of the Author 
of 'Obermann ,' " 11. 137- 140) 

Therefore to thee it was given 
Many to save with thyself; 
And , a t the end of thy day , 
0 faithful shepherd! t o come 
Bringing thy sheep in thy hand . 

(" Rugby Chapel," 11. 140- 144) 

Poor Matthias! See , thy end 
What a lesson doth it lend! 

(1 ' Poor Matthias , " 11. 173-174) 

and to inanimate objects: 

Yet in this latter time 
The promise of the prime 
Seemed to come true at last , 0 Abbey old ! 

("Westminster Abbey , " 11. 71-7 3) 
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Beautiful city! If departed things 
Ever again put earthly likeness on, 
Here should a thousand forms on fancy's wings 
Float up to tell of ages that are gone: 
Yea , though hand touch thee not, nor eye should see, 
Still should the spirit hold communion, Rome , with thee! 

(!!Alaric at Rome , 11 11. 205-210) 

(" Empedocles on 

Lie there, 
My golden circlet , 
My purple robe! 
Etna, 11 II. 118-120) 

Apostrophes occur a total of 149 times in the forty-

seven poems in which Arnold uses it . In the forty-seven 

poems, there are forty-nine apostrophes to the dead distri

buted in the following way: " Poor Matthias" (7), nMerope" (7), 

11 Stanzas in Memory of the Author of 'Obermann' 11 (7), "Rugby 

Chapel" (5), "Heine 's Grave" (5), " Thyrsis 11 (4), 11 Geist's 

Grave11 (3), " Stanzas from the Grande Chartreuse" (3) , "Memorial 

Verses" (2 ), "A Southern Night" (2), "Empedocles on Etna" (1), 

11 Haworth Churchyard1' (1), "Kaiser Deadn (1) , and "Couragen 

(1). Apostrophes t o Nature number twenty- five with "Parting1' 

containing the largest number, eight. Each of the poems, 

"In Utrumque Paratus , 11 "A Modern Sappho," and "Progress, n 

contains two of the twenty-two apostrophes to man and the 

world. Of the twenty-one apostrophes to supernatural powers , 

eight appear in "Empedocles on Etna." "Alaric at Rome ," with 

ten of the eighteen apostrophes to inanimate objects, contains 

the largest number of apostrophes of any poem in any group . 

Finally, there are fourteen apostrophes to abstract qualities 

and ideas, "The Youth of Man," with four , containing the most . 

The 149 instances of Arnold 's use of apostrophe are expressed 
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in a total of 169 lines or 1 . 2% of the total number of lines 

written by Arnold in the poems which I am analyzing for 

evidence of the grand style. 

In but twenty-five of the 128 poems, Arnold uses 

questions and answers. The question-and-answer figure, in 

which an individual asks something of himself and answers 

himself in return, appears, however, in ten per cent or more 

of the lines of eleven poems ( s ee Appendix) . and serves as a 

means of introduction: 

--What forms are these cormning 
So white through the gloom? 
What garments out-glistening 
The gold flowered broom? 

What sweet-breathing presence 
Out-perfumes the thyme? 
What voices enrapture 
The night's balmy prime? 

'Tis Apollo comes leading 
His choir, the Nine . 

("Empedocles on Etna ," II.437-446) 

What Church is this , from men aloof? 
'Tis the Church of Brou. 

("Church of Brou," II . 7-8) 

as a medium for meditation: 

But is a calm like this, in truth 
The crowning end of life and youth, 
And when this boon rewards the dead, 
Are all debts paid, has all been said? 
And is the heart of youth so light, 
It steps so firm, its eye so bright, 
Because on its hot brow there blows 
A wind of promise and repose 
From the far grave, to which it goes; 
Because it hath hope to come, 
One day, to harbour in the tomb? 
Ah no, the bliss youth dreams is one 
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For daylight, for the cheerful sun, 
For feeling nerves and living breath-
Youth dreams a bliss on this side of death. 

("Youth and Calm," 11. 5-19) 

Shall I not joy youth's heats are left behind, 
And breathe more happy in an even clime? 
Ah no, for then I shall begin to find 
A thousand virtues in this hated time ! 

("Youth 's Agitations, " 11. 5-8) 

What makes thee struggle and rave? 
Why are men ill at ease? 
'Tis that the lot they have 
Fails their own will to please; 
For man would make no murmuring, were his will obeyed . 

("Empedocles on Etna," I.ii.147-151) 

and as a means of amplification for emphasis: 

Who ordered , that their longing's fire 
Should be, as soon as kindled, cooled? 
Who renders vain their deep desire?-
A God, a God their severance ruled! 

("To Marguerite--Continued, 11 11. 19- 22) 

For, if ye slew him for supposed misrule, 
Injustice to his kin and Dorian friends , 
Why with the offending father did ye slay 
Two unoffending babes, his innocent sons? 
Why not on them have placed the forfeit crown, 
Ruled in their name, and trained them to your will? 
Had they misruled1? had they forgot their friends, 
Forsworn their blood? ungratefully had they 
Preferred Messenian serfs to . Dorian lords? 
No ! but to thy ambition their poor lives 
Were bar--and this too , was their father's crime. 

("Me rope," 11. 316-326) 

Bitter s pirits, ye claim 
Heine? Alas , he is yours! 

("Heine ' s Grave, " 11. 46-47) 

As the above examples illustrate, Arnold does not confine 

himself to a singl e question and answer . His patterns include: 
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1. One question and answer, 

Who prop, thou ask'st, in these days, my mind? 
He much, the old man, who, clearest-souled of men, 
Saw The Wide Prospect, and the Asian Fen, 
And Tmolus hill , and Smyrna bay, though blind . 

("To a Friend," 11. 1-4) 

2 . Two questions and a single answer, 

Say, what shall calm us when such guests intrude 
Like comets on the heavenly solitude? 
Shall breathless glades, cheered by shy Dian's horn, 

Cold-bubbling springs, or caves?--Not so! The soul 
Breasts her own griefs; •.• 

("To George Cruikshank," 11. 6-10) 

3 . Three or more questions and a single answer, 

Unwelcome shroud of the forgotten dead, 
Oblivion's dreary fountain, where art thou? 
Why speed'st thou not thy deathlike wave to shed 
O'er humbled pride, and self'reproaching woe? 
Or time's stern hand, why blots it not away 
The saddening tale that tells of sorrow and decay? 

There are, whose glory passeth not away--
Even in the grave their fragrance cannot fade: 
Others there are as deathless full as they, 
Who for themselves a monument have made 
By their own crimes--as lesson to all eyes-
Of wonder to the fool--of warning to the wise. 

("Alaric at Rome," 11. 1-12) 

4. Alternating questions and answers, 

Can vengeance give me back the murdered? no! 
Can it bring home my child? Ah, if it can, 
I pray the Furies' ever-restless band, 
And pray the Gods, and pray the all-seeing sun. 

(' 'Merope," 11. 56 7-570) 

Arnold uses least of all the Longinian figures of 

sublimity, the metaphor, identification of one 
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object with another by reason of a corrnnon quality , 30 which is 

in only s ixty- four, or 0.46%, of the 14 , 054 lines in Arnold's 

poetry . Arnold not only wrote few metaphors numerically but 

also wrote few original metaphors; that is , once he conceived 

a metaphor, he repeated it frequently. For example , life as 

a sea or a river preoccupies his t hough t as may be s e en in the 

following examples: "sea of lifen ("The Terrace at Berne , 1. 

17; "To Marguerite--Continued , " 1. l; " Human Life , " 1. 27), 

" life's cold sea" C'Despondency, " 1. 2), " wide ocean of life" 

("A Summer Night, 1. 53), nlife' s incognisable sea'' ("Human 

Life," 1. 8), "darting river of Life" ("A Dream," 1. 31) . He 

also refers to life as "the half- tried banquet" C'Early Death 

and Fame , " 1. 10) and a voyage C'Human Life," 1. 2) . 

Metaphors containing sea images occur in thirteen of the 

twenty- eight poems in which Arnold used the trope . In addition 

to the examples cited above, these metaphors include: 11 Sea of 

Faith" (" Dover Beach , " 1. 21) , "sea of leaf and bough" 

("Tris tram and Iseult, 11 III.202) , n sea of time" C' Stanzas 

from the Grande Chartreuse," 1. 122 ), ' 'vast seas of snow" 

(" Parting/ ' 1. 28) , "rolling flood of newness and del ight" 

(" Empedocles on Etna , " I . ii.354- 355) , " sea of cloud" 

("Empedocles on Etna, " II.308) , "isle of ashes" ("Empedocles 

on Etna , " II . 310) . In '' Parting" the different past of the 

two lovers is a sea rolling between them (1. 65); in 

30william Flint Thrall and Addison Hibbard, A Handbook 
to Literature , rev . and enl . C. Hugh Holman (New York: The 
Odyssey Press , 1960), p . 281 . 
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"To Marguerite--Continued11 men are islands in the sea of life 

(1. S), and in "Sohrab and Rustum" the Oxus Fiver is a "foiled 

circui taus wanderer" (1. 888) . 

Although Arnold's use of sea-imaged metaphors is 

predominant in his poetry, he does use other images in his 

metaphors. In "Tristram and Iseult, " Iseult of Brittany is 

always a "snowdrop by the sea11 (1. 49), "the patient flower" 

(1. 72), "our snowdrop by the Atlantic Sea" (1. 196) , and a 

"sweet flower 1 ' (1. 325). Sohrab has "the wild stag's foot , 

the lion's heart' ' --a compound metaphor which Arnold repeats 

verbatim within fifty lines after its first appearance 

("Schrab and Rustum ," 11. 177 ,216). Christ is "the living 

bread" ("East London," 1. 8); years are 11 six drops of time" 

("Mycerinus , " 1. 61); monks are " solemn seats of holy pain" 

("Stanzas from the Grande Chartreuse," 1. 92); Odin is a 

"whirlwind" ("Balder Dead," 1. 248); and Arnold's father 

treads "the road/ of death" (1 ' Rugby Chapel , " 11. 28-29) . 

The simile, the second trope mentioned by Longinus, is, 

like the metaphor , an expression of analogy . Whereas the 

metaphor identifies one object witµ another, the simile 

compares one thing with another, its presence announced by 

the words "like" or "as ." Arnold concentrates 166 similes 

into fifty poems. As in the metaphors so in the similes 

water imagery predominates , occurring in seventeen of the 

similes . Some examples of these water-figures follow: 

31Encyclopedia of Poetry and Poetics , p. 767 . 
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Then--like a kingly river--swift and strong 
The future rolled its gatherin~ tides along! 

(" Cromwell , ' 11. 133-134) 

Joy comes and goes , hope ebbs and flows 
Like the wave; 

(TI A Question," 11. 1-2) 

And life ran gaily as the sparkling Thames; 
("The Scholar-Gipsy ,t ' 1. 202) 

'Her moods , good lack, they pass like showers!' 
("Tristram and Iseult, " II.125) 

'Which has not fallen on the dry heart like rain?' 
C'Progress," 1. 42) 

Some f orm of light or the absence of light appears in 

thirteen similes, for example : 

Thoughts light , like gleams , my spirit's sea~ 
("Despondency , " 1. 5 J 

But Kai , a tireless shepherd- lad , 
Teeming with plans, alert , and glad 
In work or play, 
Like sunshine went and came , and bade 
Live out the day! 

("Kaiser Dead , " 11. 44-49) 

And peaceful joys and gentlei thoughts swept by , 
Like summer lightnings o ' er a darkened sky. 
The peace of childhood, and the thoughts that roam, 
Like loving shadows, round that childhood ' s home; 

("Cromwell, " 11. 71-74) 

Although s imiles containing the image of the star belong in 

the same classification as light , I have placed them in a 

separate category because of the frequency of their occurrence . 

The star appears in twelve similes, such as: 
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Fair was the bride , and on her front did glow 
Youth like a star; ... 

("Austerity of Poetry , " 11. 5-6) 

The one or two immortal lights 
Rise slowly up into the sky 
To shine there everlastingly, 
Like stars over the bounding hill. 

("Bacchanalia; or, The New Age , " II.24-27) 

Oh, that my soul were full of light as the stars! 
(" Empedoc les on Etna," II. 325) 

Similes containing sounds or the absence of sound occur 

eleven times ; wind similes occur eight times; people similes 

six times; flower similes six times; children similes and 

bird similes five times each; fire similes four times; and 

snow similes three times . Other images appearing in the 

similes occur but once or twice . 

As a rule, Arnold restricts himself to one simile in 

those statements in which the trope occurs. In seven 

passages , however, he uses two similes per statement, 32 for 

example, 

From that torpor deep 
Wherein we lie asleep, 
Heavy as death, cold as the grave . 

("Stagirius," 11. 10-12) 

and in two passages, both in "Schrab and Rustum , " he empha

sizes and intensifies his statement by using three similes: 

32The other six passages are "Alaric at Rome , " 11. 109-
111; "Written in Emerson's Essays," 11. 9-14; "The Strayed 
Reveller," 11. 242-243; " Tristram and Iseult," II.134-135; 
"Urania," 11 . 21-22; "The Future, 11 11. 55-57 . 
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He spoke, and Rustum answered not, but hurled, 
His spear; down from the shoulder , down it came, 
As on some partridge in the corn a hawk , 
That long has towered in the airy clouds, 
Drops like a plununet; Sohrab saw it come, 
And sprang aside, quick as a flash; ... 

(11. 398-403) 

Quick! quick! for numbered are my sands of life, 
And swift; for like the lightning to this field 
I came, and like the wind I go away--
Sudden, and swift, and like a passing wind . 

( 11. 721-724) 

It is in "Sohrab and Rustum," again, that Arnold's highest 

concentration of similes within one section appears . Within 

twenty-eight lines he dove-tails three extended similes 

(11 . 390-397 , 400-404 , 410-417) , one simple simile (11 . 417-

418), and incorporates two metaphors in one of the extended 

similes (11. 391, 395) . In the poem as a whole, he includes 

thirteen extended similes, a total of ninety-five lines, and 

thirteen simple similes, with a total of forty lines. The 

longest and probably the best known of the extended similes 

in "Sohrab and Rustum" is that in which Rustum fails to 

recognize his wounded son: 

As when some hunter in the ·spring hath found 
A breeding eagle sitting on her nest, 
Upon the craggy isle of a hill- lake, 
And pierced her with an arrow as she rose , 
And followed her to find her where she fell 
Far off; anon her mate comes winging back 
From hunting, and a great way off descries 
His huddling young left sole; at that he checks 
His pinion , and with short uneasy sweeps 
Circles above his eyry , with loud screams 
Chiding his mate back to her nest; but she 
Lies dying , with the arrow in her side , 
In some far stony gorge out of his ken, 
A heap of fluttering feathers--never more 
Shall the lake glass her, flying over it; 
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Never the black and dripping precipices 
Echo her stormy scream as she sails by--
As that poor bird flies home, nor knows his loss , 
So Rustum knew not his own loss , but stood 
Over his dying son, and knew him not . 

(11. 556- 575) 

"Balder Dead , " with the next highest concentration of 

extended similes, contains ten such passages; and in simple 

similes , "Cromwell , " with sixteen, surpasses even "Sohrab 

and Rustum. " The interaction of metaphor and simile , the 

presence of which I noted above in a passage from "Schrab 

and Rustum ," occurs only six times: once each in " Dover 

Beach" (11. 21-23) , nDespondencyn (11. 1-4) , "The Terrace at 

Berne" (11. 45- 48) , " Human Life" (11. 19-27), and "Sohrab 

and Rustum" (11 . 390-397 , 400-404) , the last three passages 

being extended similes. 



CHAPTER IV 

THE GRAND STYLE AND THE REITERATIVE DEVICES 

The strongest evidence of Arnold's adherence to the 

Longinian principles for achieving sublimity is his fr equent 

use of the reiterative devices: asyndeton, epanalepsis , and 

epanaphora . 

Asyndeton , or repetition of structure , 1 in which, as 

Longinus says , "words drop unconnected," free of conjunctions 

and articles, achieves rapidity, and, consequently, intensity 

of thought . Arnold adopts this figure in 104 poems for a 

total of 674 lines or 4 . 8% of the total number of lines of 

poetry subject to discussion in this thesis . In his use of 

asyndeton , by which he speeds the action or thought of the 

poem and intensifies a situation , Arnold incorporates the 

structural repetition of words, phrases , and clauses . In 

word-asyndeton (a series of single words) he uses three parts 

of speech: 

1. Nouns , 

He too upon a wintry clime 
Had fallen--on this iron time 
Of doubts, disputes , distractions , fears . 

("Memorial Verses, 11 11 . 42-44) 

1Encyclopedia of Poetry and Poetics, p . 56. 
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2. Verbs, 

' Thou hast been, shalt be , art , alone .' 
("Isolation . To Marguerite , " 1. 30) 

3 . Adjectives, 

Thou confessest the prize 
In the rushing, thundering, mad , 
Cloud- enveloped , obscure, 
Unapplauded, unsung 
Race of calamity mine? 

("Merope, ?, 11. 1104-1108) 

His use of phrase-asyndeton (phrases in a series) is of 

three kinds: 

1. Noun phrases , 

And the same world has tongue, and ear, and eye, 
The careless glance, the cold unmeaning smile, 
The thoughtless word, the lack of sympathy ! 

("Alaric at Rome , " 11. 217-220) 

2 . Verb phrases, 

The world in which we live and move 
Outlasts aversion, outlasts love, 
Outlasts each effort, interest, hope, 
Remorse, grief, joy; •.• 

("Resignation, 11 11 . 215-218) 

3 . Prepositional phrases, 

For there, with bodily anguish keen, 
With Indian heats at last fordone, 
With public toil and private teen-
Thou sank ' st, alone . 

( 11 A Southern Night, 11 11. 25-28) 

Clause-asyndeton (clauses in a series) falls into two 
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categories: 

1. Short clauses in a single line of poetry, 

Creeds pass, rites change, no altar standeth whole. 
C'Monica' s Last Prayer, 11 1. 12) 

2. Successive lines of clauses, 

Languor is not in your heart, 
Weakness is not in your word, 
Weariness not on your brow. 
("Rugby Chapel," 11 . 193-195) 

In a number of instances, Arnold combines these two clause 

structures, as in the following examples: 

We map the starry sky, 
We mine this earthen ball, 

We measure the sea-tides, we number the sea-sands; 
("Empedocles on Etna," I. ii. 319-321) 

'She broke her flutes, she stopped her sports, 
Her artists could not please; 
She tore her books, she shut her courts, 
She fled her palaces; 

("Obermann Once More," 11. 129-132) 

To speed the movement of a section of a poem or to 

heighten the intensity, Arnold oft.en employs ellipses in the 

structures discussed above: 

--How shall we honour the young , 
The ardent, the gifted? how mourn? 

("Haworth Churchyard," 11. 48-49) 

Twice hath the cloud hung o'er thee, twice been stayed 
Even in the act of burst, twice threatened, twice delayed. 

("Alaric at Rome," 11. 83-84) 
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In contrast with this pattern, he supplies the necessary 

connectives in order to slow the movement of the poem or to 

lessen the intensity: 

And 
End 

• • • but glade, 
stream, and sward, and chestnut-trees, 
here; • • • 

("Empedocles on Etna, 11 I.ii .51-53) 

Tells us his misery's birth and growth and signs, 
And how the dying spark was of hope was fed, 
And how the breast was soothed, and how the head, 
And all his hourly varied anodynes. 

("The Scholar- Gipsy, 11 11. 187-190) 

Appearing in 718 lines, or 5.1% of the 14,054 lines 

written by Arnold , epanalepsis, or repetition within a line, 

occurs in more of Arnold's poems (114) than any of the other 

figures and is surpassed only by epanaphora in the number of 

lines of occurrence. In the 177 instances of unbroken 

repetition, that is, the irmnediate repeated occurrence of a 

word or group of words without the insertion of another 

word, three patterns of irmnediate repetition appear: 

initial repetition: 

Slow, slow and softly, ~here she stood,2 
---rrTristram and Iseult," 1 . 102) 

Calm, calm me more! nor let me die 
("Lines Written in Kensington Garden, " 1 . 44) 

2unless otherwise indicated, italics appearing in an 
excerpt from a poem are mine and designate that reiterative 
device mentioned in the discussion. 
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medial repetition: 

And cry: Long, long I've looked f or t hee . 3 
( 11Urania;'l-:-2'"8) 

Are yet far, far less rare than l ove. 
--(" A Farewell , 11 1. 40) 

and final repetition: 

On the wild whirling waves , mournfully. mournfully , 
(" The Voice ,1' 1 . 7) 

Strew on her roses, roses, 
. . . . . . . . . . 
But her heart was tired , tired , . . . . . . . . 
Her life was turning , turning . 

("Requiescat , tt 11. 1, 7 , 9) 

Initial repetition occurs in 104 instances , or forty poems; 

medial in forty- nine instances , or thirty- three poems; and 

final in twenty-four instances, or sixteen poems . With two 

exceptions-- "Ah • • .Ah . . .Ah me !" ("Merope , 11 1. 945), 

"Down , down , down !" ("The Forsaken Merman,1 1 1. 85)--Arnold 

uses only double immediate repetition. 

Arnold bases the 248 instance~ of interrupted repetition , 

which is the poet's insertion of a different word or group of 

words between repeated units, on the patterns of immediate 

repetition. The most numerous patterns of interrupted 

repetition are initial to medial: 

Forms , what she forms, alone; 
("In Utrumque Paratus, " 1 . 28) 

3rtalics are Arnold ' s . 
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Outlives .illY guilt, outlives ,WY doom , 
(' 1Saint Brandan, 1. 63) 

medial to final: 

Voice to its creed, ere the creed 
("Haworth Churchyard/' 1. 45) 

Was it a dream? We sail'd, I thought~ sail'd, 

and final to initial: 

Or some youth beloved of Pan, 
Of Pan and the Nymphs ? 

("The Strayed Reveller," 11. 80-81) 

We , we have chosen our path-
Path to a clear- purposed goal . 

(''Rugby Chapel," 11. 84-85) 

The 131 instances of initial-medial repetition testify to 

Arnold's preference in the patterns of epanalepsis . Final

initial repetition occurs eighty-eight times and medial

final repetition occurs twenty-nine times . 

In 216 lines of his poetry, Arnold experiments with 

various types of repetition . Of these, three appear most 

frequently: 

1. I nitial to final repetition, 

In vain, all, all in vain, 
---Z"The Voice ,-n--1 . 32) 

A little while , alas, a little while , 
("Alaric at Rome, 11 1. 217) 

We know all this, we know~ 
("Heine's Grave, 11 1 . 115) 

ir..£XAS WOMAN'S UNIVERSlt:Y. 
I IRP.llRV 
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2. Repetition of parts of speech to form a definite 

structure, 

All weakness which impairs, all griefs which bow, 
(" Shakes pea re," 1. 13) 

And what we mean, we say, and what we would, we know. 
("The Buried Life ," 1. 87) 

In beating where we must not pass, 
In seeking what we shall not find; 

(''A Farewell , " 11. 51-52) 

3. U.npatterned repetition of words important to the 

thought, 

("The World 

Still doth for labourers send 
Who still their labour give 

And still expects an end . 
and the Quietist," 11. 14-16) 

If to prize 
Those virtues, prized and practised by too few, 
But prized, but loved, but eminent in you . 

("To a Republican Friend , 1848," 11. 1-3) 

Everywhere countless 
Prospects unroll themselves; 
And countless beings 
Pass countless moods. 

("Consolation,'" 11. 7-10) 

Arnold uses epanalepsis most obviously in "The Forsaken 

Merman" and "Stagirius" where reiterated sounds , words, and 

structural patterns echo and re-echo in the reader's ears. 

I give here a section from each poem to illustrate Arnold's 

use of epanalepsis . 
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Corne away, children, call no more ! 
Corne away, come down, call no more! 

Down, down, down! 
Down to the depths of the sea ! 
She sits at her wheel in the humming t own , 
Singing most joyfully. 
Hark what she sings: 10 joy, 0 joy, 
For the hunnning street , and the child wit h its toy ! 
For the priest , and the bell, and the hol y well; 
For the wheel where I spun, 
And the blessed light of sun!' 
And so she sings her fill, 
Singing most joyfully, 
Till the spindle drops from her hand, 
And the whizzing wheel stands still . 
She steals to the window, and looks at the sand, 
And over the sand at the sea; 
And her eyes are set in a stare; 
And anon there breaks a sigh, 
And anon there drops a tear, 
From a sorrow- clouded eye, 
And a heart sorrow-laden, 
A long, long sigh; 
For the cold strange eyes of a little Merrnaiden 
And the gleam of her golden hair . 

Corne away, away children: 
Corne children, come down! 

("The Forsaken Merman," 11. 83-109) 

Thou, who dost dwell alone-
Thou , who dost know thine own-
Thou, to whom all are known 
From the cradle to the grave--

Save , oh! save. 
From the world's temptations, 

From tribulations, 
From that fierce anguish 
Wherein we languish, 
From that torpor deep 
Wherein we lie asleep, 

Heavy as death1 cold as the gr ave, 
Save, oh. save . 

When the soul , growing clearer, 
Sees God no nearer; 

When the soul , mounting higher , 
To God comes no nigher, 

But the arch-fiend Pride 
Mounts at her side, 
Foi ling her high emprise , 
Sealing her eagle eye, 
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And, when she fain would soar, 
Makes idols to adore, 
Changing the pure emotion 
Of her high devotion, 
To a skin-deep sense 
Of her own eloquence; 

Strong to deceive, strong to enslave-
Save, oh! save . 

("Stagirius, " 11. 1- 29) 

After his first use of epanaphora in "Alaric at Rome," 

Arnold continued to use the device so extensively that it 

presently appears in some 1 , 619 lines, or 11 . 5% of his lines 

of poetry. Epanaphora, and its later form anaphora, may be 

defined as repetition of an initial word or words in 

successive lines of poetry ;4 for example, 

How 
How 
How 
How 

boundless might his soul's horizons be, 
vast, yet of what clear transparency!· 
it were good to abide there, and breathe free; 
fair a lot to fill 

("A Summer Night ," 11. 88-91) 

Arnold employs this reiterative device in 102 poems, of 

which seventy-four contain epanaphora in ten per cent or 

more of the lines. 

As he prefers double immediate epanalepsis, so he 

prefers two-line epanaphora in 503 such instances as the 

following: 

No meteor brightness to be seen and die, 
No passing pageant, born but to expire , 

("Alaric at Rome," 11. 33-34) 

Three-line epanaphora occurs in 123 instances; four-line 

4Encyclopedia of Poetry and Poetics, p. 37 . 
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in thirty-seven; five-line in four; seven- line in one; and 

ten-line in one. 

The number of words appearing in the initial reiterative 

patterns ranges from one word, the most regularly occurr ing 

pattern: 

The joys which were 
The friends to whom 
The homes that were 

not for our use design' d·;-
we had no natural right , 
not destined to be ours . 

("Human Life," 11 . 28-30) 

to four words, which appear in three poems only: 

The seer from the East was then in light, 
The seer from the West was then in shade . 
-- --- - ('"The Buried Life," 11. 10-11) 

But often, in the _world.'s most crowded streets, 
But often, in the din of strife, 

("Urania," 11 . 2-3) 

The and and are the most frequently used of the initial 

words; indeed, the introduces Arnold ' s longest use of 

epanaphora: 

The epoch ends , the world is still . 
The age has talk'd and ~ork ' d its fill
The famous orators have shone , 
The famous poets sung and gone , 
The famous men of war have fought, 
The famous speculators thought, 
The famous players , sculrtors, wrought, 
The famous painters fill e their wall, 
The famous critics judged it all . 
The combatants are parted now--

("Bacchanalia; or , The New Age," II . 1-10) 

The interaction of the figures (see Appendix) has been 

evident in a number of the excerpts from Arnold's poetry 
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which I have cited in the last two chapters. In four of his 

poems: "Empedocles on Etna," "Alaric at Rome," "Rugby Chapel," 

and "A Memory Picture," Arnold uses all of the figures 

discussed in this thesis. By so combining them, he adheres 

to Longinus' statement that "an excellent and stirring effect 

is often given by the concurrence of figures , when two or 

three mingled in one company throw into a common fund their 

force, cogency, beauty. 11 5 In the 3,796 lines of Arnold's 

poetry in which at least one figure appears, 307 lines 

contain more than one figure. Epanaphora, epanalepsis, 

asyndeton, apostrophe, question and answer, simile, and 

metaphor, therefore , appear in 27.0% of the total number of 

lines, thus indicating Arnold's significant use of them. 

At the beginning of Chapter III, I based my analysis of 

Arnold's poetry on the premise that the grand style of Arnold 

is the sublime of Longinus. I there noted that whereas 

Arnold the critic offers no method for achieving the grand 

style, Longinus proposes the use of the figures for achieving 

the sublime . If the grand style is the sublime, the form of 

sublimity is a form of the grand style. By showing that the 

figures do appear in Arnold's poetry with significant 

regularity (approximately three lines in every eleven contain 

some use of the figures), I have given sufficient evidence 

to assert that Arnold the poet writes in the grand style 

proposed by Arnold the critic. 

5Longinus , "On the Sublime," p . 72. 
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THE APPEARANCE IN ARNOLD'S POETRY 

OF SEVEN LONGINIAN FIGURES 

Title of Poem 

Alaric at Rome 
Cromwell 
To a Gipsy Child by the 

Sea-shore 
Mycerinus 
The Hayswater Boat 
The New Sirens 
Stagirius 
The Voice 
A Question 
Shakespeare 
To the Duke of Wellington 
Written in Butler's Sermons 
Written in Emerson 's Essays 
In Harmony with Nature 
In Utrumque Paratus 
Horatian Echo 
To George Cruikshank 
Fragment of an 'Antigone' 
Fragment of Chorus of a 

'Dejaneira' 
The Strayed Reveller 
The Sick King in Bokhara 
Resignation 
The Forsaken Mern1an 
The World and the Quietist 
To a Republican Friend, 1848 
[To a Republican Friend] 

Continued 
Religious Isolation 
To a Friend 
Quiet Work 
A Memory Picture 
A Modern Sappho 
Consolation 

228 
240 

68 
127 
40 

276 
62 
40 
21 
14 
14 
14 
14 
14 
42 
36 
14 

103 

31 
297 
232 
278 

. 143 
32 
14 

14 
14 
14 
14 
64 
36 
75 
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X 
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X 

X 
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X 

X indicates a use of the figure;* indicates use of the 
figure in 10% or more of the lines in the poem. 
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Cl) !-l 
(l) (l) 

C ~ 
•M Cl) 
r-1 Cl) C 

(1j •M (I) <C 
Title of Poem 4-1 !-l Cl) .r::: I C 

0 0 0.. CL C 0 !-l 
.r::: (l) 0 0 .µ 0 

H CL ,-1 !--1 •M (l) .r::: (I) 
(I) (1j (1j ,I.J ,I.J 'O 0.. r-1 

] C C Cl) Cl) C (1j •r-l 
(1j (1j 0 (l) >.. .µ s 
CL 0.. CL ::, Cl) (I) •r-l z ~ ~ <x: O' <C ~ C/) 

Sonnet to the Hungarian Nation 14 .,,. X 
Meeting 16 -·· " X -'• 

" 
Parting 90 7( */( .,,. 7( X 
Isolation. To Marguerite 42 'i'< 'i'( X 
To Marguerite--Continued 24 J. 

" X 7( X X 
A Farewell 88 -;'. X -;'( X 
Stanzas in Memory of the Author 

of 'Obermann' 184 -'• X X X X X " 
Absence 20 -·· " -·· " 
Human Life 30 X X -I< X .,,. 
Courage 28 -·· " -·· " X 7( X 
Self-Dependence 32 -·· " -·· " X X 
Destiny 8 --;'< -·· " 
Youth's A?itations 14 ';'( ·l: 

The Worlds Triumphs 14 ';'( 

Empedocles on Etna 1121 * X X X X X X 
Tristram and Iseult 

I Tristram 373 'i'( X X X X X 
II Iseult of Ireland 193 ..,,, 

X X X 
III Iseult of Brittany 224 1< X -·· " X X X 

Youth and Calm 25 J. 

" X 'i'( -;'( 

Memorial Verses 74 -·· " X X X X 
The River 44 X -·· " X 
Too Late 8 ,': 
Separation 16 -·· " X .,., 
Calais Sands 36 ..;, X 
On the Rhine 25 X -;'( X ';'( 

Longing 16 -;'c 'i'( X 
Urania 32 ·k X X X X 
Euphrosyne 28 7( 7( X 
Dover Beach 37 --;'( X 

_ .. 
" -·· " 

Stanzas in Memory of Edward 
Quillinan 20 -;'( -·· " 

The Youth of Nature 134 X X X X X 
The Youth of Man 118 

_,. 
X X X X V 

" L';. 

Lines Written in Kensington 
Garden 44 --1( X X X 

Morality 36 ··le X X 
Progress 48 X X X X X 
The Future 87 .,,. X X X 
A Summer Night 92 -J: X X X X 
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U) l--1 
Q) Q) 

i:: ;3 
•r-1 U) 
r-1 Cl) i:: 

ct! •r-1 Q) <i: 
4-l l--1 Cl) ..c:: I i:: 

Title of Poem 0 0 0.. 0.. i:: 0 l--1 
..c:: Q) 0 0 .j.J 0 

l,-1 0.. ..--l 1--1 •r-1 Q) ..c:: Q) 
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co ct! 0 Q) :>.. .j.J e 
0.. 0.. 0.. ::I U) Q) •r-1 z µ.::J µ.::J <i: O' <i: ~ (/) 

The Buried Life 98 .,. 
" X X X 

Self-Deception 28 7< .,. 
" X 

The Second Best 24 X X 
.,. 
" 

Despondency 8 J, 

" X 
.,. 
" 

Revolutions 20 i'( .,. 
" 

.,. 
" 

The Neckan 68 ·k X i'( 

A Caution to Poets 4 7( 

Stanzas from the Grande 
Chartreuse 210 ·-l< X X X X X 

The Church of Brou 
I The Castle 112 X X X X 

II The Church 40 X X 
III The Tomb 46 ·-le X X X 

Sohrab and Rustum 893 X X X .,. 
" 

The Scholar-Gipsy 250 .,. 
" X X X X X 

A Dream 37 X X X X X 
Requiescat 16 i'( 

Philomela 32 i'< X X 
Thekla's Answer 24 i'( ·-l< 

Balder Dead 
I Sending 342 X X X X 

II Journey to the Dead 310 X X X X 
III Funeral 566 X X X X X X 

Haworth Churchyard 138 X X -;'< 

Early Death and Fame 19 X .,. 
" X 

Merope 2024 X X X X X X 
Rugby Chapel 208 X X X X X X X 
The Lord's Messengers 24 .,,, X X 
Stanzas from Carnac 48 ;'< X X X X 
A Southern Night 140 .,. 

" X X X X 
Saint Brandan 76 ;'( X X 
Heine's Grave 232 7( X X X X X 
The Terrace at Berne 52 ,,, 

X X X X X 
A Picture at Newstead 14 X ,,, 
Rachel I 14 .,. 

" X -;'( X 
Rachel II 14 ;'( 7, 

Rachel III 14 X 
East London 14 X X 
West London 14 J, 

" X X 
The Better Part 14 X X 
Irrnnortality 14 * X 
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Worldly Place 14 
The Divinity 14 7( 

The Good Shepherd with the 
Kid 14 

Austerity of Poetry 14 X 7( X 
East and West 14 * Monica's Last Prayer 14 .... 

" X 
Palladium 24 .,., X 
Thyrsis 240 .,,( X X X X X 
Epilogue to Lessing's 

Laocoon 210 X X X 
A Wish 52 ··-" X X 
Obermann Once More 348 X X X X X X 
Persistency of Poetry 4 .... 

" 
Bacchanalia; or, The New Age 119 .... 

" -;', X X 
Growing Old 35 7( .... 

" 
The Progress of Poes[i 12 .,~ *'i'( X 
A Nameless Epitaph I] 6 7( 

A Nameless Epitaph ( II] 4 * The Last Word 16 .,~ X X 
Pis- Aller 12 -/( 

' Below the surface-s tream . 5 ··-" 
New Rome 20 X 
Rome-Sickness 32 X ._,,( X 
s. s . 'Lusitania' 14 
Geist ' s Grave 80 X X X X X 
Westminster Abbey 180 X X X X 
Poor Matthias 213 X X X X 
Kaiser Dead 84 X X X X 
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