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Editorial Overview

The Complete Poetry of Percy Bysshe Shelley (CPPB8)when
completed, include critically edited texts of all the poems that Percy
Bysshe Shelley (PBS) released for circulation (whether to friends or to
the reading public at large) and diplomatic renderings of his uncom-
pleted and fragmentary poetryThe completed and released poems
appear in the order and within the volumes and other groupings in which
PBS released them to their intended audiences, whereas the poetic frag
ments that he never released appear either as “Supplements” to relatet
poems that he did release or in groupings based on the draft manu-
scripts (MSS) in which they survive. Because we shall include more
poems and fragments than have hitherto appeared in any single edition,
as well as more extensive commentaries and collations than have pre-
viously been attempted, it seems likely, at this point, @RPBSwill
require at least half a dozen volumes comparable in size to this one, or
a smaller number of larger volumes.

As we explain below, at this time scholars and students of PBS re-
quire a comprehensive edition that recovers the historical status of all
of his poetic texts. We attempt this recovery by several means. First,
we distinguish between the completed poems in which PBS conveyed
his thoughts and feelings in art that he deemed worthy of being shown
to his contemporaries and the other drafts and fragmentary efforts that
he discarded, withheld from public view, or left unfinished at his death.
Second, we retain both the sequential order of release and the interna
arrangement of PBS’s poetic volumes, to reveal the harmonies (and
dissonances) of their interrelationships and of his poetic development.
Third, the collations—both the primary variants at the foot of the text
page and the Historical Collations at the back of the book—provide a
detailed record of changes during the composition and transmission of
each poem, showing how our Text of a poem (always capitalized as
Text to distinguish it from other texts) relates both to its authoritative
copy-text and the texts derived by other editors. Fourth, to foster his-
torical understanding of individual poems and the larger units within
which they are grouped, our Commentaries situate PBS’s works within
their biographical origins, sociopolitical ambiences, and literary tradi-
tions, both ideological and generic. Finally, these Commentaries allude
to the reception of each poem or fragment and to its cultural
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development in subsequent textual, literary, and intellectual history. In
short, we try to record the inseminating events and influences that led PBS
to compose and arrange his poems, his struggle to shape and publish o
otherwise circulate them to his intended audience, the reactions to his po-
ems by their early readers and reviewers, their publication and transmission
by Mary W. Shelley (MWS) and subsequent editors, and (to a lesser ex-
tent) responses to them by writers, critics, and thinkers amid the social and
intellectual changes that have both reflected and shaped the reactions o
other readers during the nearly two centuries since PBS set them afloat.
like his beloved paper boats, upon the stream of Time.

Contents oCPPBS

The first three volumes of this edition will contain at least the earliest
released poems until his departure with MWS for Italy in April 1818, plus
the contemporaneous poetic MSS that PBS never developed or published
In addition, Volume | presents whatever is known about lost works and the
texts of some of the early poems that have been attributed to PBS on les:
than convincing grounds. Beyond the poeniBia Esdaile Notebooknd
Queen Mab,Volumes Il and Il will include the poems published in the
Alastor volume; those written during the summer at Geneva and released
during the next year—notabyymn to Intellectual Beauty, Mont Blanc,

Loan and Cythna,and theRosalind and Helernvolume—uwith their re-

lated supplements and uncompleted fragments from the Bodleian notebooks
in which PBS drafted them; and shorter poems that PBS released to friends
during the same period. The remaining volumes will be devoted to the ma-
ture poems and unreleased fragments of the Italian period, arranged ac
cording to the general historical principles that we discuss in the pages that
follow.

Although PBS released some fragmentary poetry in letters to his friends,
there survive few rough-draft notebooks or MSS of unreleased poems or
discarded fragments from the period covered by the early volumes of
CPPBS—that is, his childhood, youth, and years with Harriet Westbrook
Shelley. We shall, of course, present such materials found in his “Geneva
Summer Notebook” (Bodleian MS. Shelley adds. e. 16), poetic fragments
from the notebooks he used when composing and publidtang and
Cythna, and other poetic materials from his papers that predate his final
departure for Italy in April 1818—including the Scrope Davies Notebook
and the smaller of the two Harvard Shelley Notebooks. But the early vol-
umes of CPPBSwill be devoted chiefly to poems that PBS himself re-
leased, publicly or privately, together with the surviving unreleased versions
of such public poems &$ymn to Intellectual BeautyandMont Blanc.
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Contents of Volume |

CPPBSbegins with the four volumes containing poetry that PBS pre-
pared for the press before his expulsion from Oxford in March 1811, namely:
Original Poetry “by Victor and Cazire”;The Wandering Jew; or, The
Victim of the Eternal Avenger; Posthumous Fragments of Margaret
Nicholson; and St. Irvyne; or, The RosicrucianThough each of these
volumes includes some serious sentimental and political poems by PBS, al
but The WanderingJewseem to exude the air of schoolboy pranks.

After PBS’s elopement in 1811 with Harriet Westbrook Shelley had in-
creased his distance from his family and he had become further disillu-
sioned, first by the attempt of his Oxford friend Thomas Jefferson Hogg to
seduce Harriet and then by the condescension of Robert Southey (whc
tried to persuade PBS to skip his youth by accepting immediately Southey’s
disillusioned political realism), PBS and Harriet tried their hands as political
and social activists in Ireland, Devonshire, and Wales. Though PBS re-
leased mainly prose during this period, he also wrote and, in August 1812,
tried to circulat@ he Devil's Walk,a satiric political broadside ballad aimed
at a popular audience, a work immediately suppressed as seditious by loc:
authorities, but surviving in a single copy.

The main part of Volume | concludes with a group of short poems, dating
from 1809 through PBS’s estrangement from Harriet in March 1814, which
the poet sent to friends in letters or gave them in separate transcripts but dic
not include in his projected volume of “minor poems,” which survives as
The Esdaile NotebookThough these separate, privately released poems
include several lyrics, the tone in at least four of them is satirical. These
early poems are important not only biographically but also aesthetically, for
they provide detailed evidence of how PBS went about learning his craft as
a poet, and the differences between their tone and that of his mature shor
poetry index a radical change in his self-image vis-a-vis other people and,
hence, in the tenor of his writings.

The poems in Volume I, then, demonstrate PBS’s capacity to write verse
in a range of stylistic registers. This early verse, even in its most abandonec
forays into Sensibility, the Gothic, political satire, and vulgarity—perhaps
especially in these most apparently idiosyncratic gestures—provides telling
access to its own cultural moment, as well as to PBS’s art and thought in
general. Our Commentaries attempt to elucidate the cultural contexts for
these poems and to confirm, refute, or modify many debated “facts” relat-
ing to PBS’s biography. Through the course of our research, we have beer
able to revise the conventional dates for the completion and publication of
several poems and to uncover new information about PBS’s theory and
practice of composition, as well as his relations with the printerbaoid
sellers with whom he dealt. In this volume we add one new poem to the
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canon,”Oh Wretched Mortal,” and, in Appendixes, we discuss what is
known abouGod Save the Kingnd more than twenty other poems, either
lost or else dubiously or incorrectly attributed to PBS, of which we include
full texts of those that warrant such attention.

History of Shelley’s Texts

A primary reason for historicizing the presentation of PBS’s poetry lies
in its notoriously vexed transmission. Aspects of this story have been de-
tailed by other scholars and in our previous publications; here we can nei-
ther repeat this evidence nor discuss the details of our more recent findings
(most of which appear in the Commentaries and Collations of this volume).
Because a full textual history must necessarily await a reexamination of
PBS'’s entire career and canon, here we simply outline the story from our
current knowledge and perspective.

By the time of his drowning, in July 1822, PBS had published under his
name (or publicly acknowledged during his maturity) just nine volumes of
poetry:Queen Mab, Alastor, Laon and Cythn@vhich he almost immedi-
ately reissued abBhe Revolt of Islam), Rosalind and Helen, The Cenci,
Prometheus Unbound, Epipsychidion, AdonaandHellas. Only four
of these volumes contain shorter poems in addition to their title poems, but
PBS had publisheMont Blanc in History of a Six Weeks’ Tour(which
consists chiefly of prose based on the letters and journals of MWS and
PBS) and, besides repeatedly attempting to publish the large body of poems
in The Esdaile Noteboolhad sent to periodicals several short poems that
appeared anonymously or under pseudonyms. PBS also had arranged fo
Edipus Tyrannus; or, Swellfoot the Tyramb be published anonymously
in London (where it was immediately suppressed), and he had sent to Leigh
Hunt or Charles Ollier for publication fair copy MSSJofian and Maddalo,

The Mask of Anarchy, Peter Bell the ThirdndThe Witch of Atlasas

well as several political and art lyrics that he wished to be published—a few
of which did appear in periodicals before or immediately following his death.
Finally, he had given to his closest friends and confidants a number of per-
sonal lyrics and highly subversive poems on political and religious issues
that he felt were not ready for publication.

Soon after PBS’s death, MWS wrote to Charles Ollier, his principal pub-
lisher, requesting the return of the press copies of PBS’s unpublished writ-
ings, as well as the unsold stock of his published works. From friends, she
similarly gathered manuscripts and copies of his letters. Meanwhile, she
pored over the mass of notebooks and loose sheets that represented th
workshop remnants of PBS’s poetic production. Many of the unpublished
fragments are in the roughest of drafts, scrawled nearly indecipherably into
notebooks wherever PBS could find space, so that sometimes drafts for dif-
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ferent poems are jumbled together on the same page or a single poem is
interspersed with others throughout a notebook or even continued in other
notebooks without any indication. Working with her intimate and unequaled
knowledge of PBS’s hand and his habits of composition, MWS transcribed
into a copybook now designated Bodleian MS. Shelley adds. d.7 what Irv-
ing Massey has described as “any and all interesting scraps from Shelley’s
papers” that she could glean, ultimately filling the notebook with more than
one hundred poems and prose fragmeiisa companion notebook, now
designated Bodleian MS. Shelley adds. d.9, MWS transcribed another col-
lection, more obviously polished for publication, that includes some items
from the first notebook. In still other notebooks she similarly transcribed
and organized PBS’s unpublished prose.

While preparing PBS’s fragmentary and unreleased poetry for the press,
MWS often had to decide which of the lines scattered through the MSS
belonged to a single poem and in which order the stanzas belonged (since
PBS frequently did not draft his poems sequentially). She provided names
for untitled poems and polished the drafts that PBS would clearly have
reworked before publishing—supplying punctuation, choosing among alter-
native words, and sometimes filling verbal gaps in the MSS, practices that
she had followed while transcribing PBS’s work when he was alive and
could review her decisions. Without question, no one has had a greater
impact on the editing and transmission of PBS’s poetry than MWS. Until
after 1946, moreover, other editors lacked access to the wide range of
MSS from which she worked, leaving them unable to evaluate her editorial
decisions or those of PBS'’s friends and nineteenth-century editors who
similarly published poems and fragments that PBS never released during
his lifetime from MSS to which they had special access.

Rather than immediately publishing all of PBS’s works in a collective
edition, MWS instead selected a volume of his more uncontroversial po-
etry. InPosthumous Poem@824), she published not only the poems that
survived in polished MSS, suchlsian and Maddalo, Prince Athanase,
Letter to Maria Gisborng(slightly censored), anthe Witch of Atlasput
she also added polished (and often truncated) versions of many poetic drafts
and fragments—notablyhe Triumph of Life—that she had transcribed
from his working papers, together wiklastor and Mont Blanc (which
she reprinted from their original volumes to make them better known).

After brisk early sales, howevdPpsthumous Poemwas suppressed
by order of PBS’s father, upon whom MWS depended for money to sup-
port and educate her surviving son, and she was unable to fulfill her hopes
of editing a collective edition of PBS’s poetry until 1839. In the timeaja
series of radical, piratical, or otherwise marginal publishers—notably Richard
Carlile, William Benbow, and John Ascham—kept much of PBS'’s poetry in
print in England, while in Paris the English-born Galignani brothers en-
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listed the journalist Cyrus Redding to obtain the surreptitious help of
MWS in correcting and adding to PBS’s oeuvre for their collective edition
of The Poetical Works of Coleridge, Shelley, and Keét829. The
editions of Ascham and the Galignani brothers assumed special importance
in the transmission of PBS’s poetry when their pages provided MWS with
the basis of her press copy for the 1839 edition.

Throughout the 1830s, new poems by PBS were issued by his friends in
books or periodicals, a renaissance of interest partly spurred by the publica-
tion of a phantom from PBS'’s youtihe Wandering JewPBS'’s earliest
major poetic effort, which survived at Edinburgh in a revised holograph
manuscript and (as we detalil in this volume) appeared in two incomplete
versions, first in an Edinburgh periodical in 1829 and then in a London one in
1831. In 1832, a decade after PBS’s death, Leigh Hunt dditetVlask of
Anarchy, Thomas Jefferson Hogg mentioned some of PBS’s anonymous
early poems in hidew Monthly Magazinarticles entitled “Percy Bysshe
Shelley at Oxford,” and Thomas Medwin published both a memoir and
corrupt texts of some of his cousin’s prose and poems, including three of the
lyrics that PBS had inscribed to Jane Williams, first inAtflgenoeunand
then in book form a$he Shelley Paperd833.

But MWS, whose foremost aim was to popularize PBS’s poetry among
early Victorian readers, did not include any of his writings prid@teeen
Mab in her three basic editions of Hoetical Works(1839, 1840and
1847 or in the one-volume larger format editions that included these texts
of the poetry together with a selection of letters and prose Esgays,
Letters from Abroad, Translations and Fragmentshich she originally
published in two volumes in 1840. MWS and other early editors and publish-
ers of PBS’s writings seem, in fact, to have shared the interests of most
editors and publishers of the Victorian period: they tried to enhance the
poet’s reputation and broaden the audience for his poetry both to spread his
liberal ideas and to make as much money as possible. Though MWS and
Leigh Hunt obviously believed in the intrinsic aesthetic value of PBS’s writ-
ings, their first concern was to overcome prejudices against him among the
establishment and the middle classes and, thus, to win him a place as
canonical rather than coterie poet. Hunt's introductidrite Mask(which
he changed tdlasqué of Anarchy attempts to soften PBS’s image by
recalling his aristocratic Whig background and emphasizing how many of
the evils attacked by PBS in that prophetic poem had already been miti-
gated by the liberalization of British thought between 1819 and 1832, to
which both Hunt and PBS had contributed.

MWS's first collective edition oPoetical Works(1839 continued to
omit some of PBS’s most outspoken mature political writings, including his
attacks inQueen Mabon marriage, Christianity, and other established institu-
tions of the age, as well as the entire texi®atér Bell the ThirdandSwellfoot
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the Tyrant.Only after friends and some reviewers protested her bowd-
lerization of Queen Mabdid MWS restore its text and include the two
satirical poems in 1840, but she continued to omit the poems that PBS hac
written beforeQueen Mab.MWS’s monumental editions of the poetry—
which begin with a section of major works chronologically ordered, fol-
lowed by a section of the shorter poems organized by year of composition,
and conclude with a section of juvenilia—set the pattern for most editions
of PBS’s poetry, many of which also include MWS'’s rich and emotionally
compelling biographical notes to the poems.

The next wave of Shelleyan editors, epitomized by William Michael
Rossetti (1829-1919) and Henry (Harry) Buxton Forman (1842-1917), were
men who had admired PBS from youth and whose close friends were en-
thusiastic about his art and ideas. By the 1860s, they found that there wa:s
no really complete edition in print and that not only the piracies but even
MWS'’s later editions, published by Edward Moxon and his successors, were
textually corrupt. Rossetti and Forman both tried to solve these problems by
tracking down friends and acquaintances of the poet, gaining insight to his
character and ideas through the oral tradition, as well as gaining access ftc
primary documents. But they ultimately chose to resolve textual cruxes in
disparate ways. Rossetti, whose father, brother, and sister were poets an:
many of whose friends were artists and writers associated with the Pre-
Raphaelite Brotherhood, was also the more sociable of the two editors. He
gained access to otherwise unavailable Shelleyan textual sources and infor
mation by becoming friendly with Edward John Trelawny (through whom
he met Jane Williams Hogg and received information from Claire Clairmont),
through such friends as Richard Garnett and Edward Dowden (both of
whom had entrée to the Shelley family collections at Boscombe Manor),
and by visiting Italy (where he had relatives) to gain a sense of PBS’s life
there. But faced with typographical errors and other difficulties in the pages
of the later printing of MWS'’s edition that served as his basé Rossetti
often chose to adopt aesthetic solutions to textual cruxes, emending the
texts where he believed that the metrics, diction, or logic were inferior,
illogical, or otherwise “un-Shelleyan.”

Forman, on the other hand, whenever he could afford to do so, bought
first editions, manuscript letters, and some literary MSS of PBS for what
eventually became the largest collection of its time relating to PBS, John
Keats, and their contemporaries. From his study of these authorities, Formar
adopted the conservative scholarly method of correcting the corrupted texts
by comparing them with primary editions and (when he encountered them)
MSS in the hand of PBS and MWS, the collation of which often enabled
him to solve interpretive as well as textual problems. Nevertheless,
Rossetti’s editions of 1870 (2 vols.) and 1878 (3 vols.), published by
the Moxon firm, were received as the official successors to MWS's texts.
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Forman, by contrast, had a lesser-known publisher, and his four-volume
edition of the poetry (1876—77, corr. 1880) and the four volumes of PBS's
prose and letters that he added to complete his Library Edition of 1880 were
considered too bulky and professional for general readers. For these anc
other reasons, Rossetti's text seems to have been far more widely dissemi
nated throughout the last thirty years of the century, although Forman’s
1876-77 edition of thBoetical Worksrevealed so many errors and prob-
lems in Rossetti’s conjectural emendationd &Ff0that Rossetti was forced

to withdraw a number of them when he reedited itL838. Forman’s
trimmed down two-volume edition of the poet®y882 became the basis

of F. S. Ellis’s ShelleyConcordanceg(1892) and was reissued with addi-
tions as the Aldine Editiorl892H.°

Later editors seemed unable to decide whether Rossetti's or Forman’s
editorial methodology was preferable. Although they introduced evidence
from whatever new MSS or printings they personally uncovered, even those
who understood the value of Forman’s methods and claimed to base their
texts directly on the best primary authorities generally used as press copy
disbound copies of one or more prior editions, altered by introducing a hand-
ful of verbal emendations that suited their personal interpretations, while
changing the punctuation and orthography on the basis of taste, logical rea-
soning, or the press’s house style. The widely circulated Macmillan edition
of Edward Dowden1890, George Edward Woodberry's Centenary Edi-
tion (4 vols.,1892W and one-volume Cambridge Editidt®01), Thomas
Hutchinson’s Oxford Standard Authors (OSA) Editid®@4, C. D.
Locock’s Methuen editions (1906-8911), the four poetry volumes in the
Julian Edition (1927-28, the work of Roger Ingpen), and many lesser edi-
tions from the mid-nineteenth century to the present sometimes resemble
the texts of medieval scribes of biblical or Classical MSS who, lacking wide
access to authoritative documents, freely emended cruxes according to thei
best understanding of the authors’ intentions.

Shelleyan editors of the Victorian period who desired to check their edu-
cated judgments about textual problems against a full range of the docu-
mentary evidence were often unable to do so. For throughout the latter half
of the nineteenth century, the bulk of PBS’s holograph MSS were kept
under lock and key by Sir Percy Florence and Jane, Lady Shelley, in a
sanctum sanctorum at Boscombe Manor, the evidence from which reachec
the public only through periodic gleanings sponsored or approved by them,
such ashelley Memorial§1859), in which PBS'€€ssay on Christianity
first appeared; Richard GarnetRelics of Shelley1862, which contained
fragments of poetry and prose from a few notebooks, including the so-called
“Prologue to Hellas” ; and the archive of censored texts of letters and jour-
nals by the Shelleys and their intimates, arranged chronologically and privately
printed in a multivolume set entitlghelley and Mary1886). Even this last
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was circulated chiefly to the friends of Sir Percy and Lady Shelley, fre-
quently with sections considered too revealing snipped out by scissors and
with personal caveats added by Lady Shelley herself. In 1892 (after the
death of Sir Percy Florence Shelley in December 1889), Lady Shelley pro-
posed to honor the centennial of PBS’s birth by donating both his and MWS’s
letters, together with selected notebooks and relics, to the Bodleian Library
(under restrictions about when and by whom they might be Sé&ésing

that collection, the German scholars Julius Zupitza and Joseph Schick stud-
ied the MSS oPrometheus Unboundn the 1890s, Locock publishékh
Examination of the Shelley Manuscripts in the Bodleian Library (1903)
and used his findings in the two editions of PBS’s poetry mentioned above,
and the French scholar André Koszul issued his editioBhedfey’s Prose in

the Bodleian Manuscriptd910) and MWS'®roserpine and Midagl922).

Between the two world wars and throughout the Modernist ascendancy,
PBS’s reputation in the academy sank to a low ebb throughout English-
speaking nations, and little interest in the study of his MSS was generated.
Moreover, the initial bequest to the Bodleian provided a selection of MSS
too unrepresentative and inadequate to enable scholars to understand the
precise authority vis-a-vis the larger cache of MSS that Lady Shelley simul-
taneously bequeathed to Sir John Shelley (later Shelley-Rolls, d. 1951). For-
tunately, Sir John himself took an interest in them, and he cooperated with
Roger Ingpen in producing private printings of an unbowdlerized text of
PBS’s translation of PlatoSymposiumtogether with PBS’s introductory
Discourse on the Manners of the Ancient Gregd®931) andVerse and
Prose from the Manuscripts of Percy Bysshe Shelley (1934).

In 1946, B. C. Barker-Benfield notes, Sir John Shelley-Rolls donated
“his major run of notebooks to the Bodleian” and arranged for the remain-
der of the Boscombe Manor trove of papers and relics to be added to the
Bodleian’s collections after the death of his wife, which occurred in 1961
(Shelley’s Guitarxvii). The first person to take an extended interest in the
1946 gift was Neville Rogers, who first publicized the bequest of PBS'’s
draft MSS to the Bodleian in British journals and later made them better
known in Shelley at Worl{1956), a volume that revealed much about a
few of the Bodleian's Shelley MSS and the difficulty of deciphering them,
though in a context that portrayed PBS as an intuitive Platonic thinker who
had little interest in the practical details of life or art. Rogers viewed the
chaotic state of the MSS as a vindication of his view (a common prejudice
of his day) that PBS cared little for grammar or logic—a poet who grasped
misty Platonic ideas but left the details of their articulation to be improved
upon by his editors.

Soon after the first volume of Rogers’s long-awaited Oxford English Text
edition of The Complete Poetical Work$ PBS appeared 972), its texts
were discovered to be chiefly reprints (with some added errors) of the texts in
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Thomas Hutchinson’s Oxford Standard Authors editib®06), con-
taining littte new material besides the poems first published by Kenneth
Neill Cameron inThe Esdaile Noteboofd 964Q. The other poems that
Rogers added were chiefly of doubtful authorship (see Appendix D of the
present volume). In editing materials not found in Hutchinson, Rogers fol-
lowed the principle of changing whatever he failed to understand. After a
similarly inadequate second volume appeared in 1975, the general outcry
against Rogers’s edition by scholarly reviewers forced Oxford University
Press to suspend its publication. Shelley scholars and critics, thus, have
continued to lack a trustworthy complete scholarly edition and have re-
cently relied orShelley’s Poetry and Prog&977), the selective Norton
Critical Edition edited by Donald H. Reiman and Sharon B. Powers.

The modern fortunes of Shelley’s texts improved when G. M. Matthews,
after correcting errors in the old Hutchinson OSA edition (corrl @d0),
began reediting all of PBS’s poetry for the Longman series of English poets,
of which F. W. Bateson was the first General Editor. Matthews, however,
was unable to complete the first volume before his untimely death in 1984,
after which Kelvin Everest completed the research on VolumeThef
Poems of Shellgit989. The first of three proposed volumes (the second
has not yet appeared), Volume | reflects scholarly care and editorial skill.
Matthews and Everest assiduously studied the political, social, and intellec-
tual life of PBS’s times, uncovering many new sources and much evidence
about the dating and circumstances of the composition of individual poems.
They also examined all possible textual authorities (those in the U.K. more
intensively than those in America), although Volume I, governed by the
rules for the Longman editions (which Bateson conceived as a series of
student textbooks), modernizes some of the punctuation and orthography
and does not include complete collations of either the primary sources or
intervening editions.

Matthews and Everest valuably attempted to publish PBS’s poems and
fragments in a rigorously chronological order (again, a desideratum in
Bateson’s conception of the series), thereby demonstrating PBS’s develop-
ment as a poet. As a result, howeVE989 mixes important poems that
PBS published with recently recovered fragments that he had rejected anc
lines of lost poems quoted by his friends from memory decades after his
death, thus obscuring the history of the poetic career that PBS had shape
and his contemporaries had witnessed, as well as separating poems that h
intended to appear together and modify one another. Moreover, dating PBS’s
works—especially the early poems and the unreleased fragments—is noto-
riously difficult and often inconclusive, partly because we often lack suffi-
cient evidence to draw secure conclusions and partly because (as recer
studies have shown) PBS sometimes obfuscated the dates of his composi
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tions for personal reasons. Arranging his poems in a suppositional order of
composition thus often risks misleading rather than illuminating. Finally, the
Longman series places its notes on the same page with the text—a practic
that, however convenient for the college students for whom the series is
intended, almost buries the texts of PBS’s poems under the annotation wher
that is most comprehensive and helpful.

Whereas Matthews and Everest carried the editing of PBS’s poetry as
far as it could go using the chronological, reader-centered principles cham-
pioned by the Longman series, we have undertaken a quite different task.
We here present an authorially governed, historically focused, and text-
centered edition that highlights the production, reception, and transmission
of PBS’s poetry. Our approach, based on Forman’s example, has not bee
pursued seriously since 1880 and is best designed not only to address th
problematic textual history of PBS’s work but also to make effective use of
the wealth of new textual evidence made available by the publication of
Shelley and his Circle: 1773—-182R¢ catalogue edition of the Carl H.
Pforzheimer Collection, New York Public Librai$G, 10 vols. to date;
1961-), the Shelley volumes bfanuscripts of the Younger Romantics
(MYR: Shelley9 vols., 1985-96), anthe Bodleian Shelley Manuscripts
(BSM, 23 vols., 1986-99), which were in the early stages of publication at
the time of Matthews’s death.

Editing on Historical Principles

CPPBSpresents the poems that PBS intended to publish, according to the
groupings he arranged and in the chronological order in which he hoped to
issue them. Within each such volume or gathering we place the individual
poems, wherever possible, in the order that PBS planned for their publica-
tion. Those poems that he released only privately to close friends, without
attempting publication, are arranged chronologically in separate groupings
according to defined periods of his life and, within those groups, in the order
that he sent or gave them to friends. We edit the released poems to repre
sent, insofar as the surviving evidence permits, the texts that PBS intendec
his first reader(s) to see at the time he released them. We correct, accord
ing to the principles outlined below, errata in PBS’s MSS and first editions,
whether or not he is known to have noted them as such, and we attempt tc
uncover and extirpate errors of the press and later editorial emendations
that reflect the judgment of later times and other consciousnesses. Our
typical Text will be a critical redaction (sometimes called an “ideal state”)
of a single version that PBS chose to release to a particular public on a
specific occasion. Readers will thus have before them discrete versions
that reflect the author’s creative thinking about a poetic whole
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that he intended to release to a historically identifiable audience, rather than
a conflation of his judgments at different times, meant for different audi-
ences.

Each released poem, then, will appear in the version in which PBS re-
leased it, following his preferred standards of grammar, pointing, and or-
thography as established by his MSS and published editions. In correcting
this base text, we have observed the general principle articulated by Coleridge
at the beginning of Chapter 12Biographia Literaria:“until you under-
stand a writer's ignorance, presume yourself ignorant of his understand-
ing.” We have consequently been able to establish the credibility of unusual
or doubtful readings in our Text by finding them among the forms and idi-
oms accepted by PBS’s contemporaries, as recorded in grammars and dic
tionaries used during his time, in addition to @ED and other scholarly
works on the language of his era. In some cases, PBS’s supposed errors ¢
eccentricities prove to be merely forms and meanings conventionally cor-
rect for a person of his day and class, and we indicate these instances a
succinctly as possible. Contemporary editions of the poetry of his peers and
predecessors, as well as concordances to their poetry, have also helped L
identify the specific sources of some unusual forms, diction, and allusions
that he adopted. These sources are sometimes found in the works of writ-
ers that PBS is known to have admired during his artistic development, but
in other cases our search led to writers and works in whom his interest was
formerly a matter of speculation. Aspects of the usage of PBS’s time and
facets of his intentions are still obscure, and were we to emend without
knowledge, we might destroy evidence useful to other readers and research
ers in expanding scholarly understanding. Finally, PBS’s punctuation was
(according to the practice of his time) primarily rhetorical rather than gram-
matical, and it cannot be modernized without seriously compromising the
phrasing and emphases—and, hence, both the metrics and the meaning-
of his poems.

In general, therefore, we do not emend the words, orthography, and
punctuation of our copy-text unless it contains a reading that cannot be
justified through historical research or unless we discover strong evidence
against it, either from other extant primary authorities or from PBS’s own
practices in parallel situations. We are willing to accept as much inconsis-
tency in the spelling and punctuation of his texts as PBS did, judging by
variations in his own MSS and in printed texts derived directly from them.
Some variants in spelling may provide evidence of authorship—especially
in the volume ofOriginal Poetry “by Victor and Cazire”{&C), where
small features of orthography and diction can be important clues to distin-
guishing compositions by PBS from those by his sister Elizabeth Shelley;
sometimes anomalous usage contributes to an understanding of either the ne
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ture of the MS underlying the first printed text or the later history of the
textual transmission of the work.

We attempt, however, to avoid transmitting obvious errors that PBS else-
where tried to correct or allowed his amanuenses and printers to correct for
him. We have determined over our years of study that he miswrote certain
words frequently though not consistently, among them a whole range of
words containinge andei (e.g.,thier, feirce, siezeandvermie). These
were errors that, once discovered, he tried to eliminate from his printed
works. In his early MSS and in publications (especially where, a¥&ith
the compositors seem to have followed his copy blindly), there are many
omissions or misplacements of the apostrophe for the possessive case—a
well as apostrophes added anomalously to simple plurals. We have emende
such solecisms (and noted them as errors) wherever there seemed to be r
possibility of another reading of the sentence that would justify PBS’s prac-
tice.

In his draft MSS, PBS frequently omitted marks of punctuation, includ-
ing final stops, quotation marks, and commas within a series of three or
more nouns. He or his amanuenses usually added these conventional mark
during the fair-copying or the printing process; they appear in all the vol-
umes published under his supervision during his maturity, but some are missing
in his earliest printed texts, notabk&C and Posthumous Fragments of
Margaret Nicholson (PF) We try to identify and correct all such readings
that the predominance of the surviving evidence shows are erroneous in
PBS’s terms, not ours. Whenever we emend our copy-text, we signal the
change by giving the siglum of the variant at the foot of the pageldh
face italictype (e.g.1810. Also, in the Commentaries we note the emen-
dations and outline our reasons for making them. Where other responsible
editors have emended the text but we do not, we explain why we have
refrained from doing so. (After making a point a few times for a particular
poem, we let these explanations suffice for analogous cases.) In each spe
cific place where a typographical error, rather than a pattern of idiosyn-
cratic usage, mars the sense—sometimes even in those volumes that PB
himself superintended through the printing process (as in line 49 of the sec-
ond poem iV&C, where the compositor typeset “gaol” instead of “goal” in
a verse letter probably written by “Cazire,” i.e., Elizabeth Shelley)—we
emend the text and note our emendation.

Released “Poems” Distinguished from Unreleased “Poetry”
No matter how candid and confessional the poets of the Romantic age

might appear when compared with their predecessors, they usually release:
poetic records of their thoughts and feelings to the world only after
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they had successfully transmuted those ideas and emotions into artistic forms
When PBS grappled with his material in attempts at composition but failed
to resolve the drafts into forms that he considered worthy expressions of his
values, he usually abandoned those attempts, though he often recycled im
ages and ideas from such discarded drafts in later poems. Being fully aware
of how interesting and how biographically and interpretively revealing these
unfinished pieces can be, we include not only such fragments found in other
editions but new ones gleaned from the recent wolherBodleian Shelley
Manuscripts, The Manuscripts of the Younger Romantics, Shelley and
his Circle,and our own researches f6PPBS.We edit them, however,

not as finisheghoems(as MWS and most subsequent editors have done),
but as fragmentarypoetry—a distinction that PBS himself makes M
Defence of Poetrybased upon one that Coleridge earlier proposed in
Biographia Literaria. These works in progress, sketches, and bits of po-
etry should not be analyzed or judged on the same terms as polished work:
of art. Useful as the unreleased fragments are to students of the poet an
his age, such unfinished pieces are not part of PBS’s self-presentation to his
contemporaries and ought to be edited and studied under different rules.

Instead of placing the unreleased fragments in a chronological order that
is factitious (many of them cannot be dated relative to one another or to
PBS'’s public poetry and none has a date of completion or release), we plar
to arrange them according to the periodical or edition in which they were
first published or—if they appear only in transcriptions of MSS in €lther
Bodleian Shelley Manuscripts The Manuscripts of the Younger Ro-
mantics: Shelley-to group them with other poetry found in the same MSS
or notebooks in which they survive. Thus, all the fragments and smaller,
unpolished poems found in Bodleian MS. Shelley adds. e.7 (with the drafts
for Hellas), except those already published from a later or more finished
copy, will appear with the other poetic drafts and fragments found in that
notebook BSM, XVI, ed. Reiman and Neth). The Text of each fragment
will be the latest extant version that appears to have had PBS’s approval,
but we may sometimes compare those versions, through selective quotatior
at the foot of the page or in notes, with other versions of the same frag-
ments that were published, in a polished (sometimes corrupted) form after
PBS’s death.

By the same general principle, we do not treat as independent works
preliminary drafts for—or clearly abandoned or rejected fragments of—
finished poems; when we include these false starts or rejected digressions
we label them “Supplements” and print them immediately following the
completed, public poems to which they pertain. All such fragments and
drafts, like the unreleased poetry in general, will be presented diplomatically
to the extent appropriate to each individual case. For some short, un-
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developed fragments, all cancellations may be printed along with the
uncanceled text. Longer and more substantial independent fragments, sucl
asThe Triumph of Life,will be given clearer form in hypothesized reading
texts, with substantive cancellations and rejected passages presented il
collations at the foot of the page or in the Supplements following the poetic
fragment.

Like other poets, PBS frequently gave copies of his poems to friends,
sometimes using their private reactions to gauge whether the poems were
ready to be published. When there exists a later published version (or a latel
MS prepared for publication), we always include that public version, while
treating the privately released version as a way-station toward the public
poem by collating it as an authority that may help reveal typographical er-
rors or explain other apparent anomalies in the public text. Where there
exist alternative texts that PBS released to the public, or personal poems
that he gave in distinctive versions to different friends, we include critical
texts of each of the two or three versions, treating them as related poems
destined for different audiences and perhaps embodying different mean-
ings. By comparing such multiple versions, released at different times or
prepared for distinct audiences, readers will be better able to chart PBS’s
emerging intentions and the means by which he attempted to reach a public
or to perfect his artistry, as well as how he varied the theme or tone of a
poem, depending upon the circumstances under which he released it anc
who his intended readers were.

We seek to avoid, however, separating PBS into two Shelleys—the pri-
vate person whose inner feelings are documented in his unreleased poem
and private letters and the public poet who, during a period of great social
and ideological upheaval, was struggling with other writers for the hearts
and minds of the British establishment and reading public. To this end, our
Commentaries on the various volumes and groupings and on individual pas-
sages and lines link these and other facets of the complex individual whose
life and ideas, writings and art, we have studied holistically for many years.
We also include as Supplements not only those of PBS’s drafts that relate
most closely to the composition of his completed and released poems but.
when feasible (i.e., where these surviving drafts will not overwhelm or
dilute the finished poems), we group together such abandoned fragments a
fall within the chronological limits of the volume on the basis of their source-
manuscripts at chronologically appropriate intervals. (This we can do in the
early volumes oCPPBS,where the surviving drafts of the poems written
in England and Switzerland are less voluminous than those of the Italian
period.) Our Commentaries on such holograph drafts and rejected frag-
ments will similarly relate these private versions and abandoned attempts to
the ways in which PBS made use of similar language, feelings, and ideas in
poems that he did release to the public.
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Presentation of Texts and Editorial Apparatus

Although the nature of the surviving textual authorities and histories of par-

ticular poems will dictate variations in the general pattern, PBS’s poems

and their apparatus will normally be arranged as follows: the Text of each
book-length poem, multi-poem volume arranged by PBS, or group of sepa-
rate poems gathered by us will be introduced by a brief headnote that iden-
tifies the date, nature, origin, and title of the unit and cites the pages in this
volume where the reader can find our editorial Commentary, as well as

locate the Historical Collations.

So that readers may encounter the living poetry without the weight of
scholarly impedimenta, we devote the front of the book to PBS’s poetry and
the primary authorities that may warrant textual consideration, follow these
Texts with our Commentaries in the succeeding section, and place the His-
torical Collations at the end for the use of analytical readers and textual
scholars. Readers of our Commentaries will, we hope, find useful much of
the information gathered there from a number of research libraries, but
even scholars who attempt to understand the intricacies of PBS’s art and
thought and, possibly, feel an even deeper appreciation of his genius, may
gladly return to his poetry in a format that approximates, if it cannot dupli-
cate, the clarity of presentation in which his works appeared to his first
readers.

Collation of Primary Authorities

All verbalvariants and most variants in orthography, punctuation, and for-
mat (e.g., stanza numbers, spacing breaks between stanzas or sections
verse, and patterns of indention) appear in our primary collations, those at
the foot of the page containing the poetic Text. Whenever our Text emends
the copy-text (or base text), the siglum of the resultant variant appears in
boldface italictype. Primary authorities customarily collated at the foot of
the page include:

1. any MS of the poem in the hand of PBS, MSS copied from his holographs
by those acting as his amanuenses, and corrections to printed texts supplie
either in his own hand or in the hand of MWS acting as his amanuensis

2. all authorized texts of PBS’s poems published during his lifetime and
MWS'’s editions of his poems published in 1824, 1839, and 1840 (adding the
1847 edition, when relevant)

3. unauthorized editions that may contain authoritative readings from sources
unknown or unavailable to us or that have significantly influenced the tex-
tual traditions of a poem; for example, some versions supplied by
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Thomas Medwin may be based on contemporary documents now lost, anc
some pirated editions that MWS used as the base texit889 led to
errors in her text that were perpetuated by later editors who based their
texts on hers, thinking that these errors were purposeful emendations by
MWS based on lost authorities

4. the earliest scholarly edition in which a poem was first based on (or
significantly corrected from) an authoritative MS

Historical Collations

The Historical Collations, which precede the Appendix section, trace the
history of specific readings through significant editions that, though not al-
ways based on primary witnesses, deserve attention because of their influ-
ence on subsequent texts and criticism. By recording all verbal variants and
significant changes in punctuation and orthography in each historical edition
collated in Volume I, we aim to provide scholars with concrete evidence
about the conventions employed by different editors, clues to the prece-
dents that each followed, their use of (and attitudes toward) the primary
textual authorities, a sense of their relative accuracy or reliability, and the
sources of the variants that appear in other, derivative editions and in the
work of literary critics.

Although we present the materials relevant to a history of editorial work
on PBS, we do not aspire to combine with that a history of typographical
practice in England and America during the past two centuries. We there-
fore usually omit from our Historical Collations variants that seem to us
purely formal conventions originating with printers or publishers—the length
of indentations, the use of full capitals, small capitals, and the appearance of
italic or Gothic type in titles and subtitles of poems—practices subject to the
selection of fonts available to the printers and the conventions of the
compositorial staff and, more recently, to the preferences of publishers,
book designers, and their style manuals. Sometimes the start of a new poen
canto, or poetic paragraph has been indicated by indenting the first line,
sometimes by placing the first word or two in large capital letters, some-
times in large and small capitals. Unless there is reason to suppose (e.g
through evidence in PBS’s underlying manuscript of the poem in question)
that these indications are in some way significant to the author’s intention,
we have not collated such variants. In our Text, however, we try to follow
the practice indicated either by PBS’s most polished manuscript, or the
printing of the work most likely to have received his prior instructions and/or
subsequent approval.

In a few cases, where there are doubts about whether the features of
text are authorial, typographical, or editorial, we have collated them to be
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on the safe side. Forman, the most conservative of our predecessors, an
nounced that he numbered the stanzas of long poems to facilitate referenct
to specific stanzas and lines. Other editors did also, some using roman nu-
merals, some arabic. Since we (like other recent editors) employ line num-
bers in the margin, we might merely note the differences and skip the de-
tailed collation of these stanza numbers. But we feel that some of PBS’s
poems (particularly those in ballad stanzas, suthadlask of Anarchy
had their character somewhat altered by the addition of roman numerals,
even in the first edition, published by Leigh Hunt. We therefore collate
these features as possible influences upon readers of the poem, especiall
because later editors (who also employ marginal line numbering) retained
the stanza numbers that were originally added simply for ease of reference
Among the textually or historically important critical editions of PBS'’s
poems that will frequently be cited in the Historical Collations are those
edited by Rossettil870, 1878, Forman 1876 [pub. 1876—77],1882,
and1892h; Woodberry 1892W, 190} Hutchinson 1904; and as re-
vised by Matthews] 970); Ingpen and Peck (Julian Edition) I-I¥927);
Rogers 1972; Reiman and Powerd 477; using 3rd issue, pub. 1982);
Matthews and Everest 989; and Shelley'd etters,edited by Frederick
L. Jones (appears attersin our Commentaries and 4964Jin our
Collations), as well as some recent critical editions of individual poems and
small selections of poetry. For a complete listing of textual authorities col-
lated in this volume, see the list of abbreviations that follows.

Commentaries on the Poems: Textual and Informational Notes

PBS’s own notes to his public and nonpublic poetry, like his prefaces and
the other prose published with the poetry, appear with the Texts of the
poems, located according to their placement in the copy-text of the volume
or poem in question. The prefaces and notes supplied by MWS in her edi-
tions of his poetry dated824, 1839, 1840and (where relevant)847
are reprinted in appendixes to the volumes to which they pertain; they begin
in Volume I, since she wrote nothing about poems in the present volume.
Our textual and informational notes appear in the second section of this
volume as Commentaries, with running headings that identify the specific
pages of the Text to which each page of the notes pertains. An introductory
section to each of PBS’s volumes or groupings of poems discusses the
history of the composition and publication (or other release) of that poem or
collection, its original reception, its textual authorities and transmission, and
its place in PBS’s intellectual and aesthetic development. Following this
introductory commentary to the collective unit, our notes to individual po-
ems, sections, and lines explain and support editorial choices made in the
Text and point out the implications of the principal deletions, addi-
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tions, and other revisions by PBS before he either completed or abandone
the work. When citing and quoting particular words of PBS’s poems from
the Texts iICPPBS,we underscorthem, rather than using quotation marks,

to distinguish references to the Text from variant readings and quotations
from other poets and scholars.

Interspersed with our textual notes are informational notes that provide
the reader with basic factual information needed to understand the signifi-
cance of individual words, passages, or poems. Since this is a scholarly
edition, to be used primarily be those who intend to exercise their own
critical judgment and who, in many cases, may intend (or be required) to
write interpretive essays or books on PBS’s poetry, we try not to impose
our judgment beyond the demonstrable evidence. We both document the
sources of the information presented and indicate the degree of doubt in-
hering in our inferences—including some broad speculations and hypotheti-
cal scenarios—that can be usefully drawn from the established facts.

Historical Sources and Perspectives in the Annotation

Our statements on PBS and his immediate circle are based upon more
original research than are our statements regarding other contemporary ol
historical figures and events, for which we often rely on standard authori-
ties. All such research and reference authorities are cited by conventiona
abbreviations, given in italics. We also consult other sources, earlier than or
contemporary with PBS, to see what meaning and associations a person
event, book, or phrase might have evoked in his day and, therefore, what
meaning his use of it was likely to have conveyed to his audience within its
particular poetic context.

For biographical and historical information we start with Kenual
Register (AR), Dictionary of National Biography (DNBand
Encyclopcedia BritannicéeEncyc. Brit.+ copyright date); for the forms
and meaning of words in the poems of PBS, we begin wittOttferd
English Dictionary(OED) and three contemporary dictionaries begun in
the eighteenth century that went through numerous editions and were popu-
larly known asBailey’s, Johnson’sor Entick’s Dictionary. For biblio-
graphical information, we rely on tidational Union CataloguéNUC),
theNew Cambridge Bibliography of English LiteratufldCBEL), and
the Nineteenth-Century Short Title Catalog(NSTQ, as well as on
information garnered from Online Computer Library Center's WorldCat
and other on-line catalogues. Where a book on which we rely is either
unique or especially rare, we identify the library in which it is to be found.

Finally, in the last stages of our checking of Volume |, we supplemented
the research of our first five years of gathering and checking antecedents
and allusions to words and phrases in PBS’s verse and notes by using the
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Chadwyck-Healey Literature On-Line databases (cited as Chadwyck-
HealeyLion), a resource that provides a more comprehensive picture of
the usage of words and idioms by eighteenth- and nineteenth-century au-
thors—though we frequently concluded that PBS probably derived his in-
terest in and understanding of words or phrases from his Latin studies,
Shakespeare, Milton, the Bible, or another obvious source to which other
writers owed similar debts.

In referring to PBS and the time when he composed a particular poem,
we use the adjectiveontemporarygenerally to refer to events, people,
and attitudes of the period between the French Revolution (1789) and the
Reform Bills of 1832—33; events before this period welistbrical, while
those after it are termechodernor recent.In annotating very specific
elements in PBS’s poetry, the focus of the “contemporary” period shrinks
to the years between the time that PBS (b. 1792) would have become
aware of the matter under discussion and the date of the poem or even
annotated; conversely, when discussing later editions of his poems and theit
textual history, we may usentemporaryin relation, not to PBS himself,
but to the editor or the period of textual history under discussmriem-
porary never refers to our own lives and times—always to those of the
people and events being annotated.

NOTES

1. The termdiplomaticderives fromDe re diplomatica(1681), Dom Jean
Mabillon’s groundbreaking study of criteria for authenticating medieval charters
and other official documents, but it has been neither clearly defined nor consis-
tently used as it pertains to studies of texts from the age of print. The term is not
indexed in the introductions to bibliography by R. B. McKerrow (1927) and Philip
Gaskell (1972) or in James Thorpetinciples of Textual Criticisnl972)Webster's
Third New International Dictionargives as a synonyrpaleographic; “esp.:
exactly reproducing the original,” which is the general sense of its use by G. Tho-
mas Tanselle in his essay “Classical, Biblical, and Medieval Textual Editing and
Modern Criticism” Studies in Bibliography]1983; rpt. in Tanselle'Bextual Criti-
cism and Modern Editinf.990], 280-81). There are many references to diplomatic
transcription in the front matter to various volumestoé Bodleian Shelley Manu-
scripts(e.g., VI, xxxiii, n. 3) andrhe Manuscripts of the Younger Romantinst
because these comments relate to page-by-page, transcriptions of notebooks oftel
containing two or more texts on the same page, they do not pertain precisely to our
use of the terndiplomaticin CPPBS,a critical edition of individual texts.

In Textual Scholarship: An IntroductioiGarland, 1992), David C. Greetham
usefully distinguishes betweelfegsimileand aliplomatictranscrip{350): whereas
the former “attempts to reproduce the actual physical appearance of the original . .
. by observing such features as the original lineation, type-size and type-face in the
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reprint,” the latter “dispenses with any attempt at such scrupulous fidelity to ap-
pearance, and concentrates primarily on the textual content of the original, repro-
ducing the exact spelling, punctuation, and capitalization (usually) diglema
(the document), but transcribing the text into a different type-face, with different
lineation (except in verse, of course).” Our diplomatic editing of PBS’s poetic frag-
ments will not only represent the lineation of the verses but indicate blank spaces
proportionately and note other features of holograph manuscripts that may be
relevant to the author’s intention but are not germane to scribal transcripts or
historical documents. Diplomatic editors should also exercise critical judgment,
because they stand in the same relation to the author (here PBS) as ambassadors ¢
to their governments: their duty is to convey the text of an authm@assagevith
precise accuracy, even when its essence must be translated into another mediur
(e.g., from manuscript to print). Thus, our diplomatic transcriptions include not
only the verbal text, with its orthography and punctuation, but also such additional
evidence as placement, spacing, cancellations, and marginal references that illumi-
nate the development and structure of the poetic draft being represented. But to
transmit its meaning faithfully may also require us to omit random marks, blots, and
parts of other drafts by PBS that intertwine with the text being transcribed.
2.Posthumous Poems of Shelley: Mary Shelley’s Fair Copy Bdoktreal:
McGill-Queen’s University Press, 1969), 7; see also Irving Massey'’s photofacsimile
edition of Bodleian MS. Shelley adds. d.7B8M, Il (1987). Recent students of
MWS have advanced alternative analyses that contest some of Massey’s conclu-
sions.

3. Charles H. Taylor, Jr., provided the seminal textual analysis of the role of
unauthorized or pirated editions in the textual transmission of PBS’s po@&tng in
Early Collected Editions of Shelley’s PoefiYale University Press, 1958). For a
discussion of the textual and social significancéofthumous Poemand the
piracies between 1821 and 1839, see Neil Fraistat, “lllegitimate Shelley: Radical
Piracy and the Textual Edition as Cultural PerformanB&fLA 109 (May 1994):
409-23.

4. The once loose pages of Rossetti's press cop$8@0, mainly extracted
from late reprints of MWS’s edition, but supplemented and emended in his hand,
were later rebound in two volumes and are now in the Carl H. Pforzheimer Collection
of Shelley and His Circle, New York Public Library.

5. For a general discussion of Rossetti and Forman as editors, see Donald H.
ReimanRomantic Texts and ContexXt$niversity of Missouri Press, 1987), 86—93.

6. This bequest was actually delivered to the Bodleian in 1893. For a detailed
record of the Bodleian’s acquisitions of Shelleyan books and manuscripts and their
relation to those in other collections, see B. C. Barker-Ben8éleljey’s Guitar: An
Exhibition . . . to Mark the Bicentenary of the Birth of Percy Bysshe Shelley
(Oxford: Bodleian Library, 1992), xvi—xXii.
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Abbreviations

Principles of Abbreviation and Citation

To compress the Commentaries, we use PBS and MWS in references tc
Percy Bysshe Shelley and Mary Wollstonecraft Shelley and we abbreviate
the titles of PBS’s works and of scholarly sources; but to facilitate compre-
hension, we employ commonsense methods that the reader can either infe
or readily learn. In each Commentary to a major section of Texts, a title of
a poem by PBS first appears in full, together with its abbreviated form—ifor
exampleQueen Mab (QM)and Mont Blanc (MB). Bold italicsdistin-
guish his titles (whether a separately published volume or a smaller work)
from those by other writers, which appealight italic. Readers will thus
recognize at once a work of PBS’s canon. This rule includes the standard
edition of hisLetters, edited by F. L. Jones, abbreviated thus in the Com-
mentaries, although the same edition is identified in collations by the siglum
1964J.The single volume dProse(1993) edited by the late E. B. Murray
is abbreviate®’ros¢EBM. (Until that Oxford edition is completed, we must
cite and quote texts of PBS’s later prose from a variety of sources.)

Major editions of PBS’s poetry that we collate or cite frequently, either
in the edition as a whole or in a particular volume, are abbreviated by itali-
cized data codes (e.dL.989), as listed below. In collations, the cited vol-
ume of a multivolume series or edition may be separated from the abbrevia-
tion for the work by a slash, &Qll or 1927VIl. Scholarly works to
which we refer most frequently are identified by abbreviated titles, while
others to which we refer repeatedly within a particular Commentary are
given nonce abbreviations. Modern scholarly books other than critical edi-
tions of PBS’s writings are cited by author, title (abbreviated, if this can be
done without confusion), and year of publication, their publishers and places
of publication being accessible through standard bibliographies and cata-
logues. In general, sources in literary or scholarly periodicals will be cited
by author and by date, volume, abbreviated title, and relevant page(s) of the
periodical; the title of the cited article, note, letter, or review will be given
only when the authorship is anonymous, or identification might otherwise be
difficult (e.g., when references to the same topic appear in multiple articles
within an issue or volume).

Each volume o€PPBSwill contain its own list of editions of PBS’s poetry
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and reference materials relevant to the Texts and Commentaries therein.
When referring to a unique or specific authority—a manuscript (MS—plu-
ral, MSS), or an annotated or especially rare printed edition—we identify it
by its location, using a code for the institution or collection in which it can be
found—for example, Bod for Bodleian Library, Oxford. When citing both a
manuscript and a printed edition held by the same collection and we refer to
the former, we add “MS” to the code (e.g., MS Pfz). Unique textual au-
thorities belonging to individuals or institutions that are not represented in
our list of abbreviations will receive nonce codes within the Commentaries
that discuss them.

In our transcriptions of MSS, words canceled with strikeover lines indi-
cate authorial deletions, letters or blank spaces enclosed by square bracket
([ D indicate partially or wholly illegible characters, spaces enclosed by
angle brackets (<>) represent words or characters missing because of dam
age to the paper. When quoting such transcriptions by other scholars, we
sometimes retain or modify their editorial symbols with appropriate expla-
nations.

Abbreviations Used in Volume One

LIBRARIES

Berg Henry W. and Albert A. Berg Collection, New York Pub-
lic Library
BL British Library
Bod Bodleian Library, Oxford University
Cam Cambridge University Library
Del University of Delaware Library
Harv Houghton Library, Harvard University
Htn The Huntington Library, San Marino, California
JHU Johns Hopkins University Libraries
LC Library of Congress
Md University of Maryland, College Park
NYPL New York Public Library
PMgn Pierpont Morgan Library
Pfz Carl H. Pforzheimer Collection of Shelley and His Circle,
New York Public Library
Tx Humanities Research Center, University of Texas at Aus-
tin
UCL University College, London
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EDITIONS OF AND TEXTUAL SOURCES FORSHELLEY'S POETRY

DW
Esd
Laon

PF

oM

R&H
St.lrv.

To EFG#1
To EFG#2

V&C
WJ

1810

181CPF

1811

1812

1813
1824

1829

1833

1834

1839

The Devil's Walk(1812)

The Esdaile Notebookeleased 1813)

Laon and Cythna; or, The Revolution of the Golden
City: A Vision of the Nineteenth Century in the Stanza
of Spensern(1817; revised and reissued in 1818Tas
Revolt of Islan)

Posthumous Fragments of Margaret Nichols@h810)
Queen Mab; A Philosophical Poem: with Notés313)
Rosalind and Helen: A Modern Eclogu€1819)

St. Irvyne; or, The Rosicrucian: A Romancd811)
First verse letter to Edward Fergus Graham: “As you
will see | wrote to you”(14 May 1811)

“Dear dear dear dear dear dear Greeme(7 June
1811)

Original Poetry “by Victor and Cazire” (1810)

The Wandering Jew; or, The Victim of the Eternal
Avenger(1810)

Original Poetry “by Victor and Cazire.” London: J.J.
Stockdale, 1810.

Posthumous Fragments of Margaret Nicholson: Be-
ing Poems Found Amongst the Papers of That Noted
Female Who Attempted the Life of the King in 1786.
Oxford: J. Munday, 1810.

St. Irvyne; or, The Rosicrucian: A Romancdy A
Gentleman Of The University Of Oxford. London: Printed
For J. J. Stockdale, 41, Pall Mall. 1811.

The Devil's Walk: A Ballad.Public Record Office, En-
gland: File number: H.O. 42/127, f. 426.

Queen Mab; A Philosophical Poem: with Notes.
Posthumous Poems of Percy Bysshe Shigteywary
W. Shelley]. London: John and Henry L. Hunt, 1824.
The Poetical Works of Coleridge, Shelley, and Keats
[ed. Cyrus Redding]. Paris: A. and W. Galignani, 1829.
The Shelley Papers: Original Poems and Papers by
Percy Bysshe Shellegd. Thomas Medwin. London:
Whittaker, Treacher & Co., 1833.

Works of Percy Bysshe Shelley, with His L#¥e/ols.
London: John Ascham, 1834.

The Poetical Wks of Percy Bysshe Shellesd. Mrs.
Shelley. 4 vols. London: Edward Moxon, 1839.
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xliv

1840

1847

1859

1862

1870

c. 187PF

1876

1878

1880

1882

1888

1890

1892F

1892W

1898

1901

1903

The Poetical Whs of Percy Bysshe Shellead. Mrs.
Shelley. London: Edward Moxon, 1840 (on printed title
page; engraved title page reads: 1839).

The Poetical Whs of Percy Bysshe Shellaad. Mrs.
Shelley. 3 vols. London: Edward Moxon, 1847.

Shelley Memorials, from Authentic Sourced, Lady
Shelley [assisted by Edmund Ollier]. London: Smith, EI-
der & Co., 1859.

Relics of Shelleyed. Richard Garnett. London: Edward
Moxon, 1862.

The Poetical Wks of Percy Bysshe Shellesd. Will-

iam Michael Rossetti, 2 vols. London: E. Moxon, Son, &
Co., 1870.

Type facsimile oPosthumous Fragments of Margaret
Nicholson [prepared by R. H. Shepherd, circa 1870].
The Poetical Works of Percy Bysshe Shedidy H[arry]
Buxton Forman. 4 vols. London: Reeves & Turmer, 1876-77.
The Poetical Wks of Percy Bysshe Shellesd. Will-

iam Michael Rossetti. 3 vols. London: E. Moxon, Son &
Co., 1878.

The Works of Percy Bysshe Shelley in Verse and Prose,
ed. H[arry] Buxton Forman. 8 vols. London: Reeves &
Turner, 1880.

The Poetical Works of Percy Bysshe ShebeyHJ[arry]
Buxton Forman. 2 vols. London: Reeves & Turner, 1882.
The Poetical Wks of Percy Bysshe Shelled. Rich-

ard Herne Shepherd. 3 vols. London: Chatto & Windus,
1888.

The Poetical Wks of Percy Bysshe Shellesd. Ed-
ward Dowden. London: Macmillan & Co., 1890.

The Poetical Works of Percy Bysshe ShebeyHJarry]
Buxton Forman. 5 vols. [Aldine Edition] London and New
York: George Bell & Sons, 1892.

The Complete Poetical Works of Percy Bysshe Shelley,
ed. George Edward Woodberry. Centenary Edition. 4 vols.
Boston and New York: Houghton, Mifflin, 1892.

Type facsimile oOriginal Poetry“by Victor and Cazire,”
with an introduction by Richard Garnett. London and New
York: John Lane, 1898.

The Complete Poetical Works of Shelleg, George
Edward Woodberry. Cambridge Edition. Cambridge,
Mass.: Houghton, Mifflin, 1901.

C[harles] D. LocockAn Examination of the Shelley
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Title page ofOriginal Poetry by Victor and Cazire810). With kind permission
of The Huntington Library.
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ORIGINAL POETRY

by Victor and Cazire

Most of the seventeen poems and fragments in this colledti&G
were written by Percy Bysshe Shelley (PBS), but five were probabl
written, inwhole or in part, by his eldest sister, Elizabeth Shelley, and th
longest poem in the volume was plagiarized from Matthew G. (“Monk”)
Lewis. The volume was printed in Sussex during the summer of 181
under PBS’s supervision and published with authorial pseudonyms ear
in the autumn of that year by John Joseph Stockdale, an established Lc
don bookseller. When Stockdale became aware of the plagiarism frot
Lewis, the edition was suppressed and most copies destroyed. Thou
V&C was reviewed in a few contemporary periodicals, the texts of it:
poems did not come to light again till 1898, when a copy was located an
atype-facsimile was printed in London.

The copy-text, or base text, for our edition is the original edition of
1810,as established through a comparison of the three known survivin
copies. Below our critical Text, we record its variants ftBh®and the
facsimile (1898. On pages 335-53, we collate historically important pub-
lications that involve texts from&C. Detailed historical, textual, and
informational commentary can be found on pages 149-87.



Ofthe PBS volumes presented in the first volume of this edition, only
V&C had a table of contents, and we reproduce that page below.

CONTENTS.
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LETTER [1]

A Person complained that whenever he began to write, he never
could arrange his ideas in grammatical order. Which occasion
suggested the idea of the following lines:

Here | sit with my paper, my pen and my ink,

First of this thing, and that thing, and t'other thing think;
Then my thoughts come so pell-mell all into my mind,

That the sense or the subject | never can find:

This word is wrong placed,—no regard to the sense, 5
The present and future, instead of past tense,

Then my grammar | want; O dear! what a bore,

| think | shall never attempt to write more,

With patience | then my thoughts must arraign,

Have them all in due order like mutes in a train, 10
Like them too must wait in due patience and thought,

Or else my fine works will all come to nought,

My wit too’s so copious, it flows like a river,

But disperses its waters on black and white never;

Like smoke it appears independent and free, 15
But ah luckless smoke! it all passes like thee—

Then at length all my patience entirely lost,

My paper and pens in the fire are tost;

But come, try again—you must never despair

Our Murray'’s or Entick’s are not all so rare, 20
Implore their assistance—they’ll come to your aid,

Perform all your business without being paid,

They'll tell you the present tense, future and past,

Which should come first, and which should come last,

This Murray will do—then to Entick repair, 25
To find out the meaning of any word rare.

This they friendly will tell, and ne’er make you blush,

With a jeering look, taunt, or an O fie! tush!

Then straight all your thoughts in black and white put,

Not minding the if's, the be’s, and the but, 30
Then read it all over, see how it will run,

How answers the wit, the retort, and the pun,

Your writings may then with old Socrates vie,

Text collated witHL810and1898.
Title. omitted18101898

12 nought, ] noughi.898

19 despair ] despait398
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May on the same shelf with Demosthenes lie,

35 May as Junius be sharp, or as Plato be sage,
The pattern or satire to all of the age;
But stop—a mad author | mean not to turn,
Nor with thirst of applause does my heated brain burn,
Sufficient that sense, wit, and grammar combined,

40 My letters may make some slight food for the mind;
That my thoughts to my friends | may freely impart,
In all the warm language that flows from the heart,
Hark! futurity calls! it loudly complains,
It bids me step forward and just hold the reins,

45 My excuse shall be humble, and faithful, and true,
Such as | fear can be made but by few—
Of writers this age has abundance and plenty,
Three score and a thousand, two millions and twenty,
Three score of them wits who all sharply vie,

50 To try what odd creature they best can belie,
A thousand are prudes who fGharity write,
And fill up their sheets with spleen, envy, and spite,
One million are bards, who to heaven aspire,
And stuff their works full of bombast, rant, and fire,

55 T’other million are wags who in Grub-street attend,
And just like a cobler the old writings mend,
The twenty are those who for pulpits indite,
And pore over sermons all Saturday night.
And now my good friends—who come after | mean,
60 As | ne’er wore a cassoc, or dined with a dean,
Or like coblers at mending | never did try,
Nor with poets in lyrics attempted to vie;
As for prudes these good souls | both hate and detest,
So here | believe the matter must rest.—

65 I've heard your complaint—my answer I've made,
And since to your calls all the tribute I've paid,
Adieu my good friend; pray never despair,

But grammar and sense and every thing dare,
Attempt but to write dashing, easy, and free,

70 Then take out your grammar and pay him his fee,
Be not a coward, shrink not a tense,

But read it all over and make it out sense.

52 spite, ] spitd.898
71 not a tense, ] not to a ten§898
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What a tiresome girl'—pray soon make an end,

Else my limited patience you'll quickly expend.

Well adieu, | no longer your patience will try— 75
So swift to the post now the letter shall fly.

JANUARY, 1810.

LETTER [2]
To Miss

FromMm Miss

For your letter, dear , accept my best thanks,
Rendered long and amusing by virtue of franks,

Tho’ concise they would please, yet the longer the better,

The more news that's crammed in, more amusing the letter,
All excuses of etiquette nonsense | hate, 5
Which only are fit for the tardy and late,

As when converse grows flat, of the weather they talk,
How fair the sun shines—a fine day for a walk,

Then to politics turn, of Burdett’'s reformation,

One declares it would hurt, t'other better the nation, 10
Will ministers keep? sure they've acted quite wrong,

The burden this is of each morning-call song.

So ————is going to ————— you say,

| hope that success her great efforts will pay

That the Colonel will see her, be dazzled outright, 15
And declare he can't bear to be out of her sight.

Write flaming epistles with love’s pointed dart,

Whose sharp little arrow struck right on his heart,

Scold poor innocent Cupid for mischevious ways,

He knows not how much to laud forth her praise, 20
That he neither eats, drinks or sleeps for her sake,

And hopes her hard heart some compassion will take,

A refusal would kill him, so desperate his flame,

But he fears, for he knows she is not common game,

Then praises her sense, wit, discernment and grace, 25
He’s not one that's caught by a sly looking face,

Yet that'stoo divine—such a black sparkling eye,

At the bare glance of which near a thousand will die;

Dateline. 1810. period omitted 1898 12 morning-call ] morning—call
18101898
Text collated witHL810and1898. 15 the Colonel ] ———2898
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30

35

40

45

50

55

60

65

Thus runs he on meaning but one word in ten,

More than is meant by most such kind of men,

For they're all alike, take them one with another,
Begging pardon—uwith the exception of my brother.

Of the drawings you mention much praise | have heard,
Most opinion’s the same, with the difference of word,
Some get a good name by the voice of the croud,
Whilst to poor humble merit small praise is allowed,
As in parliament votes, so in pictures a name,

Oft determines a fate at the altar of fame.—

So on Friday this City’s gay vortex you quit,

And no longer with Doctors and Johnny cats sit—
Now your parcel’s arrived ——'s letter shall go,
| hope all your joy mayn’t be turned into woe,
Experience will tell you that pleasure is vain,

When it promises sun shine how often comes rain,
So when to fond hope every blessing is nigh,

How oft when we smile it is checked with a sigh,
When Hope, gay deceiver, in pleasure is drest,

How oft comes a stroke that may rob us of rest.
When we think ourselves safe, and the goal near at hand,

Like a vessel just landing, we're wrecked near the strand,
And tho’ memory forever the sharp pang must feel,
"Tis our duty to bear, and our hardship to steel—
May misfortunes dear Girl, ne’er thy happiness cloy,
May thy days glide in peace, love, comfort and joy,
May thy tears with soft pity for other woes flow,
Woes, which thy tender heart never may know,

For hardships our own, God has taught us to bear,
Tho’ sympathy’s soul to a friend drops a tear.

Oh dear! what sentimental stuff have | written,
Only fit to tear up and play with a kitten.What sober
eflections in the midst of this letter!

Jocularity sure would have suited much better;

But there are exceptions to all common rules,

For this is a truth by all boys learnt at schools.

Now adieu my dear ——— I'm sure | must tire,

35 croud, ] crowd]1 898

41 parcel's ] parcels3101898
44 rain, ] rain1898

49 goal ] gaol8101898
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For if | do, you may throw it into the fire,

So accept the best love of your cousin and friend,
Which brings this nonsensical rhyme to an end.
APRIL 30, 1810.

SONG.

CouLp, cold is the blast when December is howling,
Cold are the damps on a dying Man’s brow,—
Stern are the seas when the wild waves are rolling,
And sad is the grave where a loved one lies low;
But colder is scorn from the being who loved thee, 5
More stern is the sneer from the friend who has proved thee,
More sad are the tears when their sorrows have moved thee,
Which mixed with groans anguish and wild madness flow.—

And ah! poor [Louisa] has felt all this horror,

Full long the fallen victim contended with fate: 10
'Till a destitute outcast abandoned to sorrow,

She sought her babe’s food at her ruiner's gate—
Another had charmed the remorseless betrayer,
He turned laughing aside from her moans and her prayer,

68 end. ] end 898

Text collated witll810,Pfz, andL898.MS Pfz is one of three parts ¥&C that

PBS wrote out for Hogg on the same MS sheet. This poem is followed by fragment
of Song: To—— (“Ah! sweet is the moonbeam™andSong: To

— (“Stern, stern is the voice”)below.

Title. SONG. JomittedPfz flow.— ] flow. Pfz
1 COLD,]Cold Pfz flow—1898
howling, ] howling Pfz 9 [Louisa] ] 18101898
2 Man’s brow,— ] mans brow Pfz Louisa Pfz
3 rolling, ] rolling Pfz horror, ] horror Pfz
4 is JomittedPfz 10 fate: ] fate Pfz
low; ] low Pfz 11 “Till ] Till Pfz
5 thee, ] thee Pfz sorrow, ] sorrow Pfz
6 thee,]thee Pfz 12 ruiner’'s ] ruinerd 8101898
7 their] these Pfz gate— ] gate Pfz
thee, ] thee Pfz 13 betrayer, ] betrayer Pfz
8 mixed ] mixed Pfz 14 laughing ] callous Pfz
groans ] groans, Pfz and ] & Pfz
and ] & Pfz prayer, ] prayer Pfz
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15 She said nothing, but wringing the wet from her hair,
Crossed the dark mountain side, tho' the hour it was late.

"Twas on the wild height of the dark Penmanmauwr,
That the form of the wasted [Louisa] reclined;
She shrieked to the ravens that croaked from afar,
20 And she sighed to the gust of the wild sweeping wind.—
"I call not yon rocks where the thunder peals rattle,
"I call not yon clouds where the elements battle,
"But thee, cruel [Henry] | call thee unkind!'—"

Then she wreathed in her hair the wild flowers of the mountai
25 And deliriously laughing, a garland entwined,
She bedewed it with tears, then she hung o’er the fountain,
And laving it, cast it a prey to the wind.
"Ah! go,” she exclaimed, “when the tempest is yelling,
"Tis unkind to be cast on the sea that is swelling,
30 “Butl left, a pityless outcast, my dwelling,
"My garments are torn, so they say is my mind—"

15 She ] Shegrobable readingPfz cruel [Henry] ] perjured Henry Pfz
nothing, ] nothing Pfz cruel
hair, ] hair Pfz 18101898

16 side, ] side Pfz unkind!—" ] unkind!—18101898
tho’ ] tho Pfz unkind Pfz
late. ] late Pfz 24 mountain, ] mountain Pfz

17 wild . . . dark dark summit of 25 laughing, ] laughing Pfz
huge Pfz entwined, ] entwined Pfz
Penmanmawr, ] Penmanmawr Pfz 26 o’er ] oer Pfz

18 [Louisa] ] 18101898 fountain, ] fountain Pfz
Louisa Pfz fL” may be super- 27 laving ] leavingl8101898
imposed on “H” (as SC says) or wind. ] wind Pfz
"L” may be “El” for Elouisa.] 28 “Ah! go,” ] “Ah! go” Pfz

reclined; ] reclined, Pfz exclaimed, ] exclaimed Pfz
19 afar, ] afar Pfz "when . . . yelling, ]
20 gust ] gusts Pf2898 "where . . . yelling Pfz
wind.— ] wind Pfz 29*Tis ] 'Tis Pfz
21 1)1 Pfz swelling, ] swelling Pfz
rocks Jreeksinsertedclouds Pfz 30 “But | left, a pityless outcast, ]
rattle, ] rattle Pfz But | left a pityless outcast Pfz
22 “1]1 Pfz dwelling, ] dwelling Pfz
clouds ] rocks Pfz 31“My ] My Pfz
battle, ] battle Pfz torn, ] torn Pfz
23 “But ] But1810Pfz1898 mind—"] mind” Pfz
thee, ] thee Pfz stanza break follows
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Not long lived [Louisa], but over her grave

Waved the desolate form of a storm-blasted yew,
Around it no demons or ghosts dare to rave,

But spirits of peace steep her slumbers in dew. 35
Then stay thy swift steps mid the dark mountain heather,
Tho’ chill blow the wind and severe is the weather,

For perfidy, traveller! cannot bereave her,

Of the tears, to the tombs of the innocent due.—

JULY, 1810.

SONG

Come ———! sweet is the hour,
Soft Zephyrs breathe gently around,
The anemone’s night-boding flower,
Has sunk its pale head on the ground.

Tis thus the world’s keenness hath torn, 5
Some mild heart that expands to its blast,

"Tis thus that the wretched forlorn,
Sinks poor and neglected at last.—

The world with its keenness and woe,

Has no charms or attraction for me, 10
Its unkindness with grief has laid low,

The heart which is faithful to thee.

The high trees that wave past the moon,
As | walk in their umbrage with you,

All declare | must part with you soon, 15
All bid you a tender adieu!'—

32 [Louisa], but] ———, but
18101898
Louisa—but Pfz
33 yew, ] yew Pfz
34 rave, Jrave Pfz
35 peace ] Peace Pfz
dew. ] dew Pfz

38 perfidy, ] perfidy Pfz
traveller! ] traveller Pfz
her, ] her Pfz

39 tears, |tears Pfz
due.—]due Pfz

Dateline. JULY, 1810.gmittedPfz

36 heather, | heather Pfz Text collated withl810and1898.
37 Tho'] Tho Pfz No variants appear.

and] & Pfz

is] be Pfz

“Come ——— ! sweet is the hour"13



Then ——! dearest farewell,
You and | love, may ne’er meet again;
These woods and these meadows can tell
20 How soft and how sweet was the strain.—
PAIL, 1810.

SONG.
DESPAIR.

Ask not the pallid stranger’s woe,
With beating heart and throbbing breast,
Whose step is faultering, weak, and slow,
As tho’ the body needed rest.—

5 Whose wildered eye no object meets,
Nor cares to ken a friendly glance,
With silent grief his bosom beats,—
Now fixed, as in a deathlike trance.

Who looks around with fearful eye,
10 And shuns all converse with mankind,
As tho’ some one his griefs might spy,
And sooth them with a kindred mind.

A friend or foe to him the same,
He looks on each with equal eye;
15 The difference lies but in the name,
To none for comfort can he fly.—

"Twas deep despair, and sorrow’s trace,
To him too keenly given,
Whose memory, time could not efface—
20 His peace was lodged in Heaven.—

He looks on all this world bestows,
The pride and pomp of power,

As trifles best for pageant shows
Which vanish in an hour.—

Text collated withl810and1898.
12 sooth ] soothiB98
24 hour.—]hourl898
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When torn is dear affection’s tie,
Sinks the soft heart full low;
It leaves without a parting sigh,
All that these realms bestow.
unk, 1810.

SONG.
SORROW.

To me this world’s a dreary blank,
All hopes in life are gone and fled,
My high strung energies are sank,
And all my blissfull hopes lie dead.—

The world once smiling to my view,
Shewed scenes of endless bliss and joy;
The world | then but little knew,
Ah! little knew how pleasures cloy:

All then was jocund, all was gay,
No thought beyond the present hour,
| danced in pleasure’s fading ray,
Fading alas! as drooping flower.

Nor do the heedless in the throng,
One thought beyond the morrow give,
They court the feast, the dance, the song,
Nor think how short their time to live.

The heart that bears deep sorrow’s trace,
What earthly comfort can console,

It drags a dull and lengthened pace,
Till friendly death its woes enroll.—

The sunken cheek, the humid eyes,
E’en better than the tongue can tell,

25

10

20

15

25 affection’s ] affection$8101898 8 cloy: ] cloy;1898

Dateline. JUNE, ] JUNE898 11 pleasure’s ] pleasur#8101898
14 give, ] givel 898

Text collated witHL.810and1898. 17 sorrow’s ] sorrows8101.898
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In whose sad breast deep sorrow lies,
Where memory’s rankling traces dwell.—

25 The rising tear, the stifled sigh,
A mind but ill at ease display,
Like blackening clouds in stormy sky,
Where fiercely vivid lightening’s play.

Thus when souls’ energy is dead,
30 When sorrow dims each earthly view,
When every fairy hope is fled,
We bid ungrateful world adieu.
uausT, 1810.

SONG.
HOPE.

Anp said | that all hope was fled,
That sorrow and despair were mine,
That each enthusiast wish was dead,
Had sank beneath pale Misery’s shrine.—

5 Seest thou the sunbeam’s yellow glow,
That robes with liquid streams of light
Yon distant Mountain’s craggy brow,
And shews the rocks so fair,—so bright——

"Tis thus sweet expectation’s ray,
10 In softer view shews distant hours,
And portrays each succeeding day,
As dressed in fairer, brighter flowers,—

The vermeil tinted flowers that blossom,
Are frozen but to bud anew.

Dateline. Aucusr, ] Aucust 1898 9 expectation’s ] expectations

Text collated with 1810and1898. 18101898

6 light]light: 1810 13 vermeil ] vermiel 18101898
light1898 blossom, ] blossom18101898

7 Mountain’s ] Mountains1810 14 anew. ] anew;18101898
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Then sweet deceiver calm my bosom,
Although thy visions be not true,—

Yet true they are,—and I'll believe,

Thy whisperings soft of love and peace,
God never made thee to deceive,

'Tis sin that bade thy empire cease.

Yet tho’ despair my life should gloom,
Tho’ horror should around me close,
With those | love, beyond the tomb,
Hope shews a balm for all my woes.
uBust, 1810.

SONG,

TRANSLATED FROM THE ITALIAN.

Oh! what is the gain of restless care,
And what is ambitious treasure?

And what are the joys that the modish share,
In their sickly haunts of pleasure?

My husband’s repast with delight | spread,
What tho’ 'tis but rustic fare,

May each guardian angel protect his shed,
May contentment and quiet be there.

And may | support my husband’s years,
May | soothe his dying pain, 10
And then may | dry my fast falling tears,
And meet him in Heaven again.
uwd, 1810.

15 deceiver ] deceiver48101898 Text collated with 1810and1898.
Dateline. AUGUST, ] AUGUST1810 5 husband’s ] husbandk3101898
9 husband’s ] husbandk3101898
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10

15

SONG.

TRANSLATED FROM THE GERMAN

Ah! grasp the dire dagger and couch the fell spear,
If vengeance and death to thy bosom be dear,

The dastard shall perish, death’s torment shall prove,
For fate and revenge are decreed from above.

Ah! where is the hero, whose nerves strung by youth,
Will defend the firm cause of justice and truth;
With insatiate desire whose bosom shall swell,
To give up the oppressor to judgment and Hell—

For him shall the fair one twine chaplets of bays,

To him shall each warrior give merited praise,

And triumphant returned from the clangor of arms,
He shall find his reward in his loved maiden’s charms.

In extatic confusion the warrior shall sip,

The kisses that glow on his love’s dewy lip,

And mutual, eternal, embraces shall prove,

The rewards of the brave are the transports of love.
Ocrtoser 1809.

THE IRISHMAN'S SONG.

THe stars may dissolve, and the fountain of light
May sink into ne’er ending chaos and night,
Our mansions must fall, and earth vanish away,
But thy courage O Erin! may never decay.

See! the wide wasting ruin extends all around,

Our ancestors’ dwellings lie sunk on the ground,
Our foes ride in triumph throughout our domains,
And our mightiest heroes lie stretched on the plains.

Ah! dead is the harp which was wont to give pleasure,

10 Ah! sunk is our sweet country’s rapturous measure,
Text collated with.810and1898. Text collated witHL810and1898.
3 death’s] death48101898 6 ancestors’ ] ancestork3101898

12 maiden’s ] maiden48101898
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But the war note is waked, and the clangor of spears,
The dread yell of Sloghan yet sounds in our ears.

Ah! where are the heroes! triumphant in death,
Convulsed they recline on the blood sprinkled health,
Or the yelling ghosts ride on the blast that sweeps by, 15
And “my countrymen! vengeance!” incessantly cry.
cfoser 1809.

SONG.

FIERCE roars the midnight storm,
O’er the wild mountain,

Dark clouds the night deform,
Swift rolls the fountain—

See! o’er yon rocky height, 5
Dim mists are flying—

See by the moon’s pale light,
Poor Laura’s dying!

Shame and remorse shall howl,

By her false pillow— 10
Fiercer than storms that roll,

O’er the white billow;

No hand her eyes to close,
When life is flying,

But she will find repose, 15
For Laura’s dying!

Then will | seek my love,
Then will | cheer her,
Then my esteem will prove,
When no friend is near her. 20

On her grave | will lie,
When life is parted,

Text collated witHL.810and1898.
1 storm, ] stormi898
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On her grave | will die,
For the false hearted.
Brcemser 18009.

SONG.
To

Ah! sweet is the moonbeam that sleeps on yon fountain,
And sweet the mild rush of the soft-sighing breeze,

And sweet is the glimpse of yon dimly-seen mountain,
'Neath the verdant arcades of yon shadowy trees.

5 But sweeter than all was thy tone of affection,
Which scarce seemed to break on the stillness of eve,
Though the time it is past'—yet the dear recollection,
For aye in the heart of thy—————must live.

Yet he hears thy dear voice in the summer winds sighing,
10 Mild accents of happiness lisp in his ear,
When the hope-winged moments athwart him are flying,
And he thinks of the friend to his bosom so dear.—

And thou dearest friend in his bosom for ever
Must reign unalloyed by the fast rolling year,
15 He loves thee, and dearest one never, Oh! never
Canst thou cease to be loved by a heart so sincere.
uddisT, 1810.

Text collated witl1810,Pfz, and.898.MS Pfz consists of lines 1-5 only; itis one of three
excerpts of/&Cthat PBS wrote out for Hogg on the same sheet. This fragment is preceded by
Song (“Cold, cold is the blast’and is followed directly by a fragment®bng. To———
(“Stern, stern is the voice”).

Title. SONG. JomittedPfz 3 dimly-seen]dimly seen Pfz
Subtitle. TOo—— ] mountain, ] mountain Pfz
omitte@fz 4 trees.]trees Pfz
1 Ah!]Ah Pfz stanza break]omittedPfz
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2 soft-sighing ] soft sighing Pfz was . . . affection,@mitted Pfz
breeze, ] breeze Pfz Dateline. AucusT, ] AucusT 1810
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To

SONG.

Stern, stern is the voice of fate’s fearfull command,
When accents of horror it breathes in our ear,

Or compels us for aye bid adieu to the land,
Where exists that loved friend to our bosom so deatr,

'Tis sterner than death o’er the shuddering wretch bending, 5

And in skeleton grasp his fell sceptre extending,

Like the heart-stricken deer to that loved covert wending,
Which never again to his eyes may appear—

And ah! he may envy the heart-stricken quarry,

Who bids to the friend of affection farewell,

He may envy the bosom so bleeding and gory,

He may envy the sound of the drear passing knell,
Not so deep is his grief on his death couch reposing,
When on the last vision his dim eyes are closing!

As the outcast whose love-raptured senses are losing, 15

The last tones of thy voice on the wild breeze that swell!

Those tones were so soft, and so sad, that ah! never,

Can the sound cease to vibrate on Memory’s ear,

10

Text collated witli810,MS Pfz, and 898.For MS Pfz, consisting of only lines 9-15 and
17-18 of this poem, see headnote to the collation of primary authorities for the previous

poem.
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In the stern wreck of Nature for ever and ever,
20 The remembrance must live of a friend so sincere.
uchsT, 1810.

SAINT EDMOND’S EVE.

Oh! did you observe the black Canon pass,
And did you observe his frown?

He goeth to say the midnight mass,
In holy St. Edmond’s town.

5 He goeth to sing the burial chaunt,
And to lay the wandering sprite,
Whose shadowy, restless form doth haunt,
The Abbey’s drear aisle this night.

It saith it will not its wailings cease,

10 ‘Till that holy man come near,
"Till he pour o’er its grave the prayer of peace,
And sprinkle the hallowed tear.

The Canon'’s horse is stout and strong,
The road is plain and fair,
15 But the Canon slowly wends along,
And his brow is gloomed with care.

Dateline. AucusT, 1810. pmittedPfz

Text collated witld810,TT1, TT2and1898. TT (Tales of Terrpis used when the reading
ofthe 18017T1) and 18081T2) editions agree.

Title. SAINT . ..] THE BLACK CANON OF ELMHAM;* OR, AN OLD ENGLISH
BALLAD. double rule—Hic Nigerest! Horatdoublerule TT

1 Oh!]OhTT 10T Tl TT
black ] BlackTT come ] come$T
pass, ] passPT near, ] nearfT

3 mass, | massr 11 T]TiN TT

6 wandering ] wand’ringT pour ] breathe$T

7 shadowy, ] shadowyT 12 sprinkle ] sprinkle$T
haunt, ] hauntT hallowed ] hallow'drT

8 Abbey’s ] abbey'sT 13 strong, ] stront898
aisle JisleTT1 16 gloomed ] gloom’dT

9 wailings ] wailingl 898
cease, ]| ceadd
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Who is it thus late at the Abbey-gate?
Sullen echoes the portal bell,

It sounds like the whispering voice of fate,
It sounds like a funeral knell.

The Canon his faultering knee thrice bowed,
And his frame was convulsed with fear,

When a voice was heard distinct and loud,
“Prepare! for thy hour is near.”

He crosses his breast, he mutters a prayer,
To Heaven he lifts his eye,

He heeds not the Abbot’s gazing stare,
Nor the dark Monks who murmured by.

Bare-headed he worships the sculptured saints
That frown on the sacred walls,

His face it grows pale,—he trembles, he faints,
At the Abbot’s feet he falls.

And strait the father’s robe he kissed,
Who cried, “Grace dwells with thee,

“The spirit will fade like the morning mist,
“At your benedicite.

“Now haste within! the board is spread,
“Keen blows the air, and cold,

20

30

35
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18 bell, ] bell—TT
20 knell. ] knelllTT
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“The spectre sleeps in its earthy bed,
40 “Till St. Edmond’s bell hath tolled,—

“Yet rest your wearied limbs to night,
“You've journeyed many a mile,
“To-morrow lay the wailing sprite,
“That shrieks in the moonlight aisle.”

45 “Oh! faint are my limbs and my bosom is cold,
“Yet to-night must the sprite be laid,
“Yet to-night when the hour of horror’s told,
“Must | meet the wandering shade.

“Nor food, nor rest may now delay,—

50 “For hark! the echoing pile,
“A bell loud shakes!—Oh haste away,
“O lead to the haunted aisle.”

The torches slowly move before,
The cross is raised on high,
55 A smile of peace the Canon wore,
But horror dimmed his eye—

And now they climb the footworn stair,
The chapel gates unclose,
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Now each breathed low a fervent prayer,

And fear each bosom froze

Now paused awhile the doubtful band
And viewed the solemn scene,—

Full dark the clustered columns stand,
The moon gleams pale between—

"Say father, say, what cloisters gloom
"Conceals the unquiet shade,

"Within what dark unhallowed tomb,
"The corse unblessed was laid.”

"Through yonder drear aisle alone it walks,
And murmurs a mournful plaint,

Of thee! Black Canon, it wildly talks,
And calls on thy patron saint—

“The pilgrim this night with wondering eyes,
“As he prayed at St. Edmond'’s shrine,

“From a black marble tomb hath seen it rise,
“And under yon arch recline.”—

“Oh! say upon that black marble tomb,
“What memorial sad appears.”—
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“Undistinguished it lies in the chancels gloom,
80 “No memorial sad it bears”—

The Canon his paternoster reads,
His rosary hung by his side,

Now swift to the chancel door he leads,
And untouched they open wide,

85 Resistless, strange sounds his steps impel,
To approach to the black marble tomb,
“Oh! enter Black Canon” a whisper fell,
“Oh! enter, thy hour is come.”

He paused, told his beads, and the threshold passed,
90 Oh! horror, the chancel doors close,

A loud yell was borne on the rising blast,
And a deep, dying groan arose.

The Monks in amazement shuddering stand,
They burst thro’ the chancels gloom,
95 From St. Edmond’s shrine, lo! a skeletons hand,
Points to the black marble tomb.
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Lo! deeply engraved, an inscription blood red,
In characters fresh and clear——
“The guilty black Canon of Elmham’s dead,
“And his wife lies buried here!” 100

In ElImham’s tower he wedded a Nun,
To St. Edmond’s his bride he bore,

On this eve her noviciate here was begun,
And a monks grey weeds she wore;—

O! deep was her conscience dyed with guilt, 105
Remorse she full oft revealed,

Her blood by the ruthless black Canon was spilt,
And in death her lips he sealed,;

Her spirit to penance this night was doomed,

‘Till the Canon atoned the deed, 110
Here together they now shall rest entombed,

“Till their bodies from dust are freed—

Hark! a loud peal of thunder shakes the roof,
Round the altar bright lightnings play,

Speechless with horror the monks stand aloof, 115
And the storm dies sudden away—
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The inscription was gone! a cross on the ground,

And a rosary shone thro’ the gloom,

But never again was the Canon there found,
120 Or the Ghost on the black marble tomb.

REVENGE
“Ah! quit me not yet, for the wind whistles shrill,
"Its blast wanders mournfully over the hill,
"The thunder’s wild voice rattles madly above,
"You will not then, cannot then, leave me my love.—"

5 *“lI must dearest Agnes, the night is far gone—
"I must wander this evening to Strasburg alone,
"I must seek the drear tomb of my ancestors’ bones,
"And must dig their remains from beneath the cold stones.

"For the spirit of Conrad there meets me this night,
10 *“And we quit not the tomb ‘till dawn of the light,

"And Conrad’s been dead just a month and a day!

"So farewell dearest Agnes for | must away,—

"He bid me bring with me what most | held dear,
"Or a month from that time should | lie on my bier,

15 *“And I'd sooner resign this false fluttering breath,
"Than my Agnes should dread either danger or death,

"And | love you to madness my Agnes | love,
"My constant affection this night will | prove,
"This night will I go to the sepulchre’s jaw,

20 “Alone will I glut its all conquering maw"—

"No! no loved Adolphus thy Agnes will share,
"In the tomb all the dangers that wait for you there,

117 gone! a]gone.—AT Text collated withL810and1898.
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“| fear not the spirit,—I fear not the grave,
“My dearest Adolphus I'd perish to save—

“Nay seek not to say that thy love shall not go, 25
“But spare me those ages of horror and woe,

“For | swear to thee here that I'll perish ere day,

“If you go unattended by Agnes away'—

The night it was bleak the fierce storm raged around,

The lightning’s blue fire-light flashed on the ground, 30
Strange forms seemed to flit—and howl tidings of fate,

As Agnes advanced to the sepulchre gate.—

The youth struck the portal,—the echoing sound

Was fearfully rolled midst the tombstones around,

The blue lightning gleamed o’er the dark chapel spire, 35
And tinged were the storm clouds with sulphurous fire.

Still they gazed on the tombstone where Conrad reclined,
Yet they shrank at the cold chilling blast of the wind,

When a strange silver brilliance pervaded the scene,

And a figure advanced—tall in form—ifierce in mien. 40

A mantle encircled his shadowy form,

As light as a gossamer borne on the storm,
Celestial terror sat throned in his gaze,

Like the midnight pestiferous meteor’s blaze.—

SPIRIT.

Thy father, Adolphus! was false, false as hell, 45
And Conrad has cause to remember it well,

He ruined my Mother, despised me his son,

| quitted the world ere my vengeance was done.

| was nearly expiring—'twas close of the day,—

A demon advanced to the bed where | lay, 50
He gave me the power from whence | was hurled,

To return to revenge, to return to the world,—
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55

60

Now Adolphus I'll seize thy best loved in my arms,
I'll drag her to Hades all blooming in charms,

On the black whirlwind’s thundering pinion I'll ride,
And fierce yelling fiends shall exult o’er thy bride—

He spoke, and extending his ghastly arms wide,
Majestic advanced with a swift noiseless stride,
He clasped the fair Agnes—he raised her on high,

And cleaving the roof sped his way to the sky—

All was now silent,—and over the tomb,

Thicker, deeper, was swiftly extended a gloom,—

Adolphus in horror sank down on the stone,

And his fleeting soul fled with a harrowing groan.
DECEMBER, 1809.

GHASTA,
OR, THE AVENGING DEMON!!!

The idea of the following tale was taken from a few unconnected
German Stanzas.—The principal Character is evidently the Wander-
ing Jew, and although not mentioned by name, the burning Cross on
his forehead undoubtedly alludes to that superstition, so prevalent in
the part of Germany called the Black Forest, where this scene is sup-
posed to lie.

10

Hark! the owlet flaps her wing,
In the pathless dell beneath,
Hark! night ravens loudly sing,
Tidings of despair and death.—

Horror covers all the sky,
Clouds of darkness blot the moon,
Prepare! for mortal thou must die,
Prepare to yield thy soul up soon—

Fierce the tempest raves around,
Fierce the volleyed lightnings fly,

53 seize ] siez#310 Dateline. D:cemser ] Decemeer1898
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Crashing thunder shakes the ground,
Fire and tumult fill the sky.—

Hark! the tolling village bell,
Tells the hour of midnight come,
Now can blast the powers of Hell,
Fiend-like Goblins now can roam—

Seel! his crest all stained with rain,
A warrior hastening speeds his way,
He starts, looks round him, starts again,
And sighs for the approach of day.

See! his frantic steed he reins,
Seel! he lifts his hands on high,

Implores a respite to his pains,
From the powers of the sky.—

He seeks an Inn, for faint from toil,
Fatigue had bent his lofty form,
To rest his wearied limbs awhile,
Fatigued with wandering and the storm.—

* * * * * * *

* * * * * * *

Slow the door is opened wide—
With trackless tread a stranger came,
His form Majestic, slow his stride,
He sate, nor spake,—nor told his name—

Terror blaunched the warrior’'s cheek,
Cold sweat from his forehead ran,

In vain his tongue essayed to speak,
At last the stranger thus began:

"Mortal! thou that saw’st the sprite,
"Tell me what | wish to know,
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“Or come with me before 'tis light,
40 “Where cypress trees and mandrakes grow.

"Fierce the avenging Demon’s ire,
"Fiercer than the wintry blast,
"Fiercer than the lightning's fire,
"When the hour of twilight's past—"

45 The watrrior raised his sunken eye,
It met the stranger’s sullen scowl,
"Mortal! Mortal! thou must die,”
In burning letters chilled his soul.—

WARRIOR.

Stranger! whosoe’er you are,
50 | feel impelled my tale to tell—

Horrors stranger shalt thou hear,
Horrors drear as those of Hell.

O’er my Castle silence reigned,
Late the night and drear the hour,
55 When on the terrace | observed,
A fleeting shadowy mist to lower.—

Light the cloud as summer fog,
Which transient shuns the morning beam;
Fleeting as the cloud on bog,

60 That hangs or on the mountain stream.—

Horror seized my shuddering brain,
Horror dimmed my starting eye,

In vain | tried to speak,—In vain
My limbs essayed the spot to fly—

65 At last the thin and shadowy form,
With noiseless, trackless footsteps came,—
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Its light robe floated on the storm,
Its head was bound with lambent flame.

In chilling voice drear as the breeze

Which sweeps along th’ autumnal ground,
Which wanders thro’ the leafless trees,

Or the mandrake’s groan which floats around.

"Thou art mine and | am thine,
"Till the sinking of the world,

"I am thine and thou art mine,
"Till in ruin death is hurled

"Strong the power and dire the fate

"Which drags me from the depths of Hell,
"Breaks the tomb’s eternal gate,

"Where fiendish shapes and dead men yell,

"Haply | might ne’er have shrank

"From flames that rack the guilty dead,
"Haply | might ne’er have sank

"On pleasure’s flowry, thorny bed—

—"But stay! no more | dare disclose,
"Of the tale | wish to tell,

"On Earth relentless were my woes,
"But fiercer are my pangs in Hell—

"Now | claim thee as my love,
"Lay aside all chilling fear,
"My affection will | prove,
"Where sheeted ghosts and spectres are!

"For thou art mine, and | am thine,
"Till the dreaded judgment day,

"I am thine, and thou art mine—
"Night is past—I must away.”
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Still | gazed, and still the form
Pressed upon my aching sight,
Still I braved the howling storm,

When the ghost dissolved in night.—

Restless, sleepless fled the night,
Sleepless as a sick man’s bed,

When he sighs for morning light,
When he turns his aching head,—

Slow and painful passed the day,
Melancholy seized my brain,

Lingering fled the hours away,
Lingering to a wretch in pain.—

At last came night, ah! horrid hour,

Ah ! chilling time that wakes the dead,

When demons ride the clouds that lower,
—The phantom sat upon my bed.

In hollow voice, low as the sound

Which in some charnel makes it moan,
What floats along the burying ground,

The phantom claimed me as her own.

Her chilling finger on my head,
With coldest touch congealed my soul—
Cold as the finger of the dead,

Or damps which round a tombstone roll—

Months are passed in lingering round,
Every night the spectre comes,

With thrilling step it shakes the ground,
With thrilling step it round me roams—

Stranger! | have told to thee,
All the tale | have to tell—
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Stranger! canst thou tell to me,
How to scape the powers of Hell—

STRANGER

Warrior! | can ease thy woes,

Wilt thou, wilt thou, come with me— 130
Warrior! | can all disclose,

Follow, follow, follow me.

Yet the tempest’'s duskiest wing,
Its mantle stretches o’er the sky,

Yet the midnight ravens sing, 135
"Mortal! Mortal thou must die.”

At last they saw a river clear,
That crossed the heathy path they trode,
The Stranger’s look was wild and drear,
The firm Earth shook beneath his nod— 140

He raised a wand above his head,
He traced a circle on the plain,
In a wild verse he called the dead,
The dead with silent footsteps came.

A burning brilliance on his head, 145
Flaming filled the stormy air,

In a wild verse he called the dead,
The dead in motley crowd were there.—

"Ghasta! Ghasta! come along,

"Bring thy fiendish crowd with thee, 150
"Quickly raise th’ avenging Song,

"Ghasta! Ghasta! come to me.”

Horrid shapes in mantles grey,
Flit athwart the stormy night,

"Ghasta! Ghasta! come away, 155
"Come away before tis light.”
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See! the sheeted Ghost they bring,
Yelling dreadful o’er the heath,
Hark! the deadly verse they sing,

160 Tidings of despair and death!

The yelling Ghost before him stands,
See! she rolls her eyes around,

Now she lifts her bony hands,
Now her footsteps shake the ground.

STRANGER.

165 Phantom of Theresa say,
Why to earth again you came,
Quickly speak, | must away!
Or you must bleach for aye in flame,—

PHANTOM.
"Mighty one | know thee now,
170 “Mightiest power of the sky,

“Know thee by thy flaming brow,
“Know thee by thy sparkling eye.

"That fire is scorching! Oh! | came,
"From the caverned depth of Hell,

175 “My fleeting false Rodolph to claim,
"Mighty one! | know thee well."—

STRANGER.

Ghasta! seize yon wandering sprite,
Drag her to the depth beneath,
Take her swift, before 'tis light,

180 Take her to the cells of death!

Thou that heardst the trackless dead,
In the mouldering tomb must lie,
Mortal! look upon my head,
Mortal! Mortal' thou must die.

185 Of glowing flame a cross was there,
Which threw a light around his form,

177 seize ] sieZE310
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Whilst his lank and raven hatir,
Floated wild upon the storm.—

The warrior upwards turned his eyes,

Gazed upon the cross of fire, 190
There sat horror and surprise,

There sat God’s eternal ire.—

A shivering through the Warrior flew,
Colder than the nightly blast,

Colder than the evening dew, 195
When the hour of twilight's past.—

Thunder shakes th’ expansive sky,
Shakes the bosom of the heath,
"Mortal! Mortal! thou must die"—
The warrior sank convulsed in death. 200
JANUARY, 1810.

FRAGMENT,
OR THE TRIUMPH OF CONSCIENCE

"Twas dead of the night when | sate in my dwelling,
One glimmering lamp was expiring and low,—
Around the dark tide of the tempest was swelling,
Along the wild mountains night-ravens were yelling,
They bodingly presaged destruction and woe! 5

"Twas then that | started, the wild storm was howling,
Nought was seen, save the lightning that danced
on the sky,
Above me the crash of the thunder was rolling,
And low, chilling murmurs the blast wafted by.—

My heart sank within me, unheeded the jar 10
Of the battling clouds on the mountain tops broke,
Unheeded the thunder-peal crashed in mine ear,
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This heart hard as iron was stranger to fear,
But conscience in low noiseless whispering spoke.

15 ’'Twas then that her form on the whirlwind uprearing,
The dark ghost of the murdered Victoria strode,

Her right hand a blood reeking dagger was bearing,
She swiftly advanced to my lonesome abode.—

| wildly then called on the tempest to bear me!

* * * * * * * *

* * * * * * * *

PHILLIPS, PRINTERS, WORHING.
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THE WANDERING JEW,

or, The Victim of the Eternal Avenger

Begun by the winter of 1809/10 and first released to a publisher the follow-
ing summerThe Wandering Jew; or, The Victim of the Eternal Avenger
(WJ) was PBS'’s earliest completed book-length poem and remains one of
his most textually perplexing works. No version of the poem appeared in
print during PBS'’s lifetime, despite his several attempts to find an interested
publisher. And although PBS produced at least two MS versiakd dhe
whereabouts of neither one has been known since the 1830s. Consequently
we see this poem through a glass darkly, as presented in two periodicals
that published versions @/J after PBS’s death: tHedinburgh Literary
Journal; or, Weekly Register of Criticism and Belles Lettres (Eldigh
published a version &/J in the summer of 18298295; and Fraser’s
Magazine for Town and Count(¥#M), which published its own version
of the poem in 18311831H. Each of these sources offers an abridged
version ofWJ that differs textually from the other in important ways, creat-
ing formidable difficulties for textual scholars, who have disagreed about
the relationship between the two published texts themselves and about the
source from which each was drawn. Further difficulties in understanding
the textual history diVJ have arisen because, after PBS’s death, his cousin
Thomas Medwin claimed co-authorship of the poem, raising questions about
how much ofWJ was actually written by PBS himself.

Our investigation of these issues suggest¥¥iads transmitted through
the early periodical versions was written entirely by PBS and that both of
these versions derive from the same MS, most probably a fair c¥gy of
revised heavily in some places (esp. Canto V) that PBS left with the
Edinburgh publisher James Ballantyne in the summer of 1811. Although the
version ofWJ published i-M is more complete, it appears to be based on
ELJ, wherever possible, resorting directly to a transcription of the safe-
keeping MS (also now lost) for the part3/éd that the editor oFM could
not find inELJ. Our own text similarly follow$&LJ (which appears to us to
be more accurately produced) as its copy-text for all of the portiohg of
that it includes, and turns €M for the rest of the text. For Commentary
see pages 189-234; for Historical Collations see pages 355-74.
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THE WANDERING JEW;

OR, THEVICTIM OF THE ETERNAL AVENGER

“If | will that he tarry till | come, what is that
to thee?—follow thou meSt. Johmxxi.22.

To Sir Francis Burdett, bart. M. P., in consideration of the
active virtues by which both his public and private life is so
eminently distinguished, the following poem is inscribed by
the Author.

PREFACE.

The subject of the following Poem is an imaginary personage, noted for the
various and contradictory traditions which have prevailed concerning him—
The Wandering Jew. Many sage monkish writers have supported the au-
thenticity of this fact, the reality of his existence. But as the quoting them
would have led me to annotations perfectly uninteresting, although very
fashionable, | decline presenting to the public any thing but the bare poem,
which they will agree with me not to be of sufficient consequence to autho-
rize deep antiquarian researches on its subject. | might, indeed, have intro-
duced, by anticipating future events, the no less grand, although equally
groundless, superstitions of the battle of Armageddon, the personal reign of
J—C—, &c.; but | preferred, improbable as the following tale may appear,
retaining the old method of describing past events: it is certainly more con-
sistent with reason, more interesting, even in works of imagination. With
respect to the omission of elucidatory notes, | have followed the well-known
maxim of ‘Do unto others as thou wouldest they should do unto thee.’

January, 1811

Text collated witii811 (Il lll), 1829E,1829Inc(1V), andL831F.The sigluml831Fappears
in boldface for those sections of Text for which it serves as copy-text. The epigraphin
1829Eappears after the dedication and prefac&8Bil Fthe epigraph appears after the
title, and the dedication and preface are omitted.

In Canto | 1829Eomits lines 58-89, 102—-49, 168—-341; 4881 Fomits 14—-18, 25—
28,39-40, 43-57,98-101, and 150-61.

Title. The ... Avenger] Dedication. To. .. Author. ]
THE WANDERING JEWL831F omitted 1831F
Epigraph. —follow ] Followi831F PrefaceText of Prefackomitted 1831F
St. Johnxxi.22.]22d chapter
of St Johri829E
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CANTO 1.

“Me miserable, which way shall | fly?

Infinite wrath and infinite despair—

Which way | fly is hell—myself am hell;

And in this lowest deep a lower deep,

To which the hell | suffer seems a heaven.”
Paradise Lost.

The brilliant orb of parting day
Diffused a rich and a mellow ray
Above the mountain’s brow;
It tinged the hills with lustrous light,
5 It tinged the promontory’s height
Still sparkling with the snow;
And, as aslant it threw its beam,
Tipp'd with gold the mountain stream
That laved the vale below.
10 Long hung the eye of glory there,
And linger'd as if loth to leave
A scene so lovely and so fair,
‘Twere there even luxury to grieve;
So soft the clime, so balm the air,
15 So pure and genial were the skies,
In sooth 'twas almost Paradise,—
For ne’er did the sun’s splendour close
On such a picture of repose;—
All, all was tranquil, all was still,
20 Save when the music of the rill,
Or a distant waterfall,
At intervals broke on the ear,
Which Echo’s self was pleased to hear,
And ceased her babbling call.
25 With every charm the landscape glow'd
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Which partial Nature’s hand bestow'd;
Nor could the mimic hand of art
Such beauties or such hues impart.

Light clouds, in fleeting livery gay,
Hung painted in grotesque array 30
Upon the western sky;

Forgetful of the approaching dawn,
The peasants danced upon the lawn,
For the vintage time was nigh;
How jocund to the tabor’s sound, 35
The smooth turf trembling as they bound,

In every measure light and free,
The very soul of harmony!
Grace in each attitude, they move,

They thrill to amorous ecstasy, 40
Light as the dew-drops of the morn
That hang upon the blossom’d thorn,
Subduced by the pow'r of resistless Love.

Ah! days of innocence, of joy,

Of rapture that knows no alloy, 45
Haste on,—ye roseate hours,

Free from the world’s tumultuous cares,

From pale distrust, from hopes and fears,

Baneful concomitants of time,—

‘Tis yours, beneath this favour'd clime, 50
Your pathway strewn with flowers,

Upborne on pleasure’s downy wing,

To qualff a long unfading spring,

And beat with light and careless step the ground;

The fairest flowers too soon grow sere,

Too soon shall tempests blast the year,

And sin’s eternal winter reign around.

29 clouds, ] clouds831F 41 dew-drops]dewdrod831F
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But see, what forms are those,

Scarce seen by glimpse of dim twilight,
Wandering o’er the mountain’s height?

They swiftly haste to the vale below:

One wraps his mantle around his brow,

As if to hide his woes;

And as his steed impetuous flies,

What strange fire flashes from his eyes!
The far off city’s murmuring sound

Was borne on the breeze which floated around;
Noble Padua’s lofty spire

Scarce glow’d with the sunbeam’s latest fire,
Yet dashed the travellers on—

Ere night o’er the earth was spread,

Full many a mile they must have sped,

Ere their destined course was run.

Welcome was the moonbeam'’s ray,

Which slept upon the towers so grey.

But, hark! a convent’s vesper bell—

It seemed to be a very spell—

The stranger checked his courser’s rein,
And listened to the mournful sound:
Listened—and paused—and paused again:
A thrill of pity and of pain

Through his inmost soul had past,

While gushed the tear-drops silently and fast.

A crowd was at the convent gate,

The gate was opened wide;

No longer on his steed he sate,

But mingled with the tide.

He felt a solemn awe and dread,

As he the chapel entered;

Dim was the light from the pale moon beaming,
As it fell on the saint-cipher’d panes,

Or, from the western window streaming,
Tinged the pillars with varied stains.

58-59%mitted1829E
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To the eye of enthusiasm strange forms were gliding,
In each dusky recess of the aisle,

And indefined shades in succession were striding
O’er the coignesl of the pillar'd pile;,—

The pillars to the vaulted roof
In airy lightness rose;

Now they mount to the rich Gothic ceiling aloof,
And exquisite tracery disclose.

The altar illumined now darts its bright rays,

The train past in brilliant array;

On the shrine Saint Pietro’s rich ornaments blaze,
And rival the brilliance of day.

Hark!—now the loud organ swells full on the ear—
So sweetly mellow, chaste, and clear;

Melting, kindling, raising, firing,

Delighting now, and now inspiring,

Peal upon peal the music floats—

Now they list still as death to the dying notes;
Whilst the soft voices of the choir,

Exalt the soul from base desire;

Till it mounts on unearthly pinions free,

Dissolved in heavenly ecstasy.

Now a dead stillness reigned around,
Uninterrupted by a sound,;

Save when in deadened response ran,
The last faint echoes down the aisle,
Reverberated through the pile,

As within the pale the holy man,

With voice devout and saintly look,
Slow chaunted from the sacred book,
Or pious prayers were duly said,

For spirits of departed dead.

With beads and crucifix and hood,

1 Buttress nor coigne of ‘vantageMacbeth.
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Close by his side the abbess stood;

Now her dark penetrating eyes

Were raised in suppliance to heaven,

And now her bosom heaved with sighs,

As if to human weakness given.

Her stern, severe, yet beauteous brow
Frowned on all who stood below;,

And the fire which flashed from her steady gaze,
As it turned on the listening crowd its rays,
Superior virtue told,—

Virtue as pure as heaven’s own dew,

But which, untainted, never knew,

To pardon weaker mould.

The heart though chaste and cold as snow—
"Twere faulty to be virtuous so.

Not a whisper now breathed in the pillared aisle—
The stranger advanced to the altar high—
Convulsive was heard a smothered sigh!
Lo! four fair nuns to the altar draw near,
With solemn footstep, as the while
A fainting novice they bear—
The roses from her cheek are fled,
But there the lily reigns instead;
Light as a sylph’s, her form confest,
Beneath the drapery of her vest,
A perfect grace and symmetry;
Her eyes, with rapture form’d to move,
To melt with tenderness and love,
Or beam with sensibility,
To Heaven were raised in pious prayer,
A silent eloquence of woe;
Now hung the pearly tear-drop there,
State on her cheek a fix'd despair;
And now she beat her bosom bare,
As pure as driven snow.
Nine graceful Novices around
Fresh roses strew’d upon the ground,
In purest white array’d;
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Three spotless vestal virgins shed
Sabean incense o’er the head
Of the devoted maid.

They dragged her to the altar’s pale,

The traveller leant against the rail,

And gazed with eager eye,—

His cheek was flushed with sudden glow,
On his brow sate a darker shade of woe,
As a transient expression fled by.

The sympathetic feeling flew

Thro’ every breast, from man to man,
Confused and open clamours ran,
Louder and louder still they grew;
When the abbess waved her hand,
A stern resolve was in her eye,

And every wild tumultuous cry

Was stilled at her command.

The abbess made the well known sign—
The novice reached the fatal shrine,

And mercy implored from the power divine;
At length she shrieked aloud,

She dashed from the supporting nun,

Ere the fatal rite was done,

And plunged amid the crowd.

Confusion reigned throughout the throng,
Sitill the novice fled along,

Impelled by frantic fear,

When the maddened traveller's eager grasp

In firmest yet in wildest clasp
Arrested her career.

As fainting from terror she sank on the ground,
Her loosened locks floated her fine form around;

The zone which confined her shadowy vest
No longer her throbbing bosom prest,
Its animation dead;
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200 No more her feverish pulse beat high,
Expression dwelt not in her eye,
Her wildered senses fled.

* * * * *

Hark! hark! the demon of the storm!
| see his vast expanding form
205 Blend with the strange and sulphurous glare
Of comets through the turbid air.
Yes, 'twas his voice, | heard its roar,
The wild waves lashed the caverned shore
In angry murmurs hoarse and loud,
210 Higher and higher still they rise;
Red lightnings gleam from every cloud
And paint wild shapes upon the skies;
The echoing thunder rolls around,
Convulsed with earthquake rocks the ground.

215 The traveller yet undaunted stood,
He heeded not the roaring flood,;
Yet Rosa slept, her bosom bare,
Her cheek was deadly pale,
The ringlets of her auburn hair
220 Streamed in a lengthened trail,
And motionless her seraph form;
Unheard, unheeded raved the storm.
Whilst, borne on the wing of the gale,
The harrowing shriek of the white sea mew
225 As o’er the midnight surge she flew;
The howlings of the squally blast
As o’er the beetling cliffs it past;
Mingled with the peals on high,
That, swelling louder, echoed by,
230 Assailed the traveller’s ear.
He heeded not the maddened storm
As it pelted against his lofty form,
He felt no awe, no fear.
In contrast, like the courser pale
1“Behold a pale horse, and his name that state upon him was Death, and Hell followed with
him."—Revelationyi. 8.

Footnote for 234.
Revelation Revelation&831F
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That stalks along Death’s pitchy vale
With silent, with gigantic tread,
Trampling the dying and the dead.

Rising from her death-like trance,

Fair Rosa met the stranger’s glance;
She started from his chilling gaze,
Wild was it as the tempest’s blaze,

It shot a lurid gleam of light.

A secret spell of sudden dread,

A mystic, strange, and harrowing fear,
As when the spirits of the dead,

Drest in ideal shapes appear,

And hideous glance on human sight—
Scarce could Rosa’s frame sustain,
The chill that pressed upon her brain.

Anon, that transient spell was o’er,
Dark clouds deform his brow no more,
But rapid fled away;

Sweet fascination dwelt around,
Mixed with a soft, a silver sound,

As soothing to the ravished ear,

As what enthusiast lovers hear;
Which seems to steal along the sky,
When mountain mists are seen to fly,
Before the approach of day.

He seized on wondering Rosa’s hand,
“And, ah!” cried he, “be this the band
Shall join us, till this earthly frame,
Sinks convulsed in bickering flame—
When around the demons vyell,

And drag the sinful wretch to hell,
Then, Rosa, will we part—

Then fate, and only fate’s decree,
Shall tear thy lovely soul from me,
And rend thee from my heart.

Long has Paulo sought in vain,

A friend to share his grief,—

Never will he seek again,

For the wretch has found relief,

Till the Prince of Darkness bursts his chain,

Till death and desolation reign—

235

240

245

250

255

260

265

270

275

51



PB

280

285

290

300

305

Rosa, wilt thou then be mine?
Ever fairest, | am thine!”

He ceased, and on the howling blast,
Which wildly round the mountain past,
Died his accents low;

Yet fiercely howled the midnight storm,
As Paulo bent his awful form,

And leaned his lofty brow.

ROSA
"Stranger, mystic stranger, rise;
Whence do these tumults fill the skies?
Who conveyed me, say, this night,
To this wild and cloud-capped height?
Who art thou? and why am |
Beneath Heaven'’s pityless canopy?

For the wild winds roar around my head,;
Lightnings redden the wave;,—

Was it the power of the mighty dead,

Who live beneath the grave?

Or did the Abbess drag me here,

295 To make yon swelling surge my bier?”

PAULO
"Ah, lovely Rosa! cease thy fear,
It was thy friend who bore thee here—
I, thy friend, till this fabric of earth,
Sinks in the chaos that gave it birth;
Till the meteor-bolt of the God above,
Shall tear its victim from his love,—
That love which must unbroken last,
Till the hour of envious fate is past;
Till the mighty basements of the sky
In bickering hell-flames heated fly:
E’en then will | sit on some rocky height,
Whilst around lower clouds of eternal night,
E’en then will | loved Rosa save
From the yawning abyss of the grave.—
310 Or, into the gulf impetuous hurled—
If sinks with its latest tenants the world,
Then will our souls in union fly
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Throughout the wide and boundless sky:

Then, free from th’ ills that envious fate

Has heaped upon our mortal state, 315
We'll taste etherial pleasure;

Such as none but thou canst give,—

Such as none but | receive,

And rapture without measure.”

As thus he spoke, a sudden blaze 320
Of pleasure mingled in his gaze:

lllumined by the dazzling light,

He glows with radiant lustre bright;

His features with new glory shine,

And sparkle as with beams divine. 325
"Strange, awful being,” Rosa said,

"Whence is this superhuman dread,

That harrows up my inmost frame?

Whence does this unknown tingling flame,

Consume and penetrate my soul? 330
By turns with fear and love possessed,

Tumultuous thoughts swell high my breast;

A thousand wild emotions roll,

And mingle their resistless tide;

O’er thee some magic arts preside; 335
As by the influence of a charm,

Lulled into rest my griefs subside,

And safe in thy protecting arm,

| feel no power can do me harm:

But the storm raves wildly o’er the sea, 340
Bear me away! | confide in thee!”

Canto |l.

“I could a tale unfold, whose slightest word
Would harrow up thy soul, freeze thy young blood,
Make thy two eyes, like stars, start from their spheres;

In this canto1811consists of lines 94 and 102-10, which appear as an epigraph to
Chapter 8 o$t.Irvidentified as being from “WANDERING JEW. 1811829E
provides the text of only lines 79-192, the rest of this canto originatir@pitF.
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Thy knotted and combined locks to part,

And each particular hair to stand on end,

Like quills upon the fretful porcupine.”
Hamlet.

Twe horrors of the nightly blast,

The lowering tempest clouds were past,

Had sunk beneath the main;

Light baseless mists were all that fled,

Above the weary traveller's head,
As he left the spacious plain.

Fled were the vapours of the night,
Faint streaks of rosy tinted light
Were painted on the matin grey;

And as the sun began to rise,

To pour his animating ray,

Glowed with his fire the eastern skies,
The distant rocks—the far-off bay
The ocean’s sweet and lovely blue,
The mountain’s variegated breast,
Blushing with tender tints of dawn,

Or with fantastic shadows drest.

The waving wood, the opening lawn,
Rose to existence, waked anew,

In colours exquisite of hue.
Their mingled charms Victorio viewed,
And lost in admiration stood.

From yesternight how changed the scene,
When howled the blast o’er the dark cliff's side,

And mingled with the maddened roar

Of the wild surge that lashed the shore.
To-day—scarce heard the whispering breeze,
And still and motionless the seas

Scarce heard the murmuring of their tide;

All, all is peaceful and serene,
Serenely on Victorio’s breast

1-78omitted1829E
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It breathed a soft and tranquil rest,
Which bade each wild emotion cease,
And hushed the passions into peace.

Along the winding Po he went,

His footsteps to the spot were bent
Where Paulo dwelt, his wandered friend,
For thither did his wishes tend.

Noble Victorio’s race was proud,

From Cosmo’s blood he came;

To him a wild untutored crowd

Of vassals, in allegiance bowed,
lllustrious was his name;

Yet vassals and wealth he scorned, to go
Unnoticed with a man of woe:

Gay hope and expectation sate,
Throned in his eager eye,

And ere he reached the castle gate,
The sun had mounted high.

Wild was the spot where the castle stood,

Its towers embosomed deep in wood,

Gigantic cliffs, with craggy steeps,

Reared their proud heads on high,

Their bases were washed by the foaming deeps,
Their summits were hid in the sky;

From the valley below they excluded the day,
That valley ne’er cheered by the sunbeam’s ray;
Nought broke on the silence drear,

Save the hungry vultures darting by,

Or eagles yelling fearfully,

As they bore to the rocks their prey,

Or when the fell wolf ravening prowled,

Or the gaunt wild boar fiercely howled

His hideous screams on the night’'s dull ear.

Borne on pleasure’s downy wing,
Downy as the breath of spring,

Not thus fled Paulo’s hours away,
Though brightened by the cheerful day:
Friendship or wine, or softer love,

The sparkling eye, the foaming bowl,
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Could with no lasting rapture move,
Nor still the tumults of his soul.
And yet there was in Rosa’s kiss
A momentary thrill of bliss;

75 Oft the dark clouds of grief would fly,
Beneath the beam of sympathy;
And love and converse sweet bestow,
A transient requiem from woe.—

Strange business, and of import vast,

80 On things which long ago were past,
Drew Paulo oft from home;
Then would a darker, deeper shade,
By sorrow traced, his brow o’erspread,
And o’er his features roam.
85 Oft as they spent the midnight hour,
And heard the wintry wild winds rave
Midst the roar and spray of the dashing wave,
Was Paulo’s dark brow seen to lour.
Then, as the lamp’s uncertain blaze

90 Shed o’er the hall its partial rays,

And shadows strange were seen to fall,
And glide upon the dusky wall,

Would Paulo start with sudden fear.
Why then unbidden gush’d the tear,

95 As he mutter’d strange words to the ear?—
Why frequent heaved the smother'd sigh?—
Why did he gaze on vacancy,

As if some strange form was near?
Then would the fillet of his brow

100 Fierce as a fiery furnace glow,
As it burn’d with red and lambent flame;
Then would cold shuddering seize his frame,
As gasping he labour’d for breath.
The strange light of his gorgon eye,

105 As, frenzied and rolling dreadfully,

94 Why ] —— Why1811 104 light] gazd811
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It glared with terrific gleam,
Would chill like the spectre gaze of death,
As, conjured by feverish dream,
He seems o’er the sick man’s couch to stand,

And shakes the dread lance in his skeleton hand.

But when the paroxysm was o’er,

And clouds deform’d his brow no more,

Would Rosa soothe his tumults dire,
Would bid him calm his grief,

Would quench reflection’s rising fire,
And give his soul relief.

As on his form with pitying eye,
The ministering angel hung,

And wiped the drops of agony,

The music of her siren tongue

Lulld forcibly his griefs to rest.

Like fleeting visions of the dead,

Or midnight dreams, his sorrows fled:

Waked to new life, through all his soul

A soft delicious languor stole,

And lapt in heavenly ecstasy

He sank and fainted on her breast.

"Twas on an eve, the leaf was sere,

Howl'd the blast round the castle drear,

The boding night-bird’s hideous cry

Was mingled with the warning sky;

Heard was the distant torrent’s dash,

Seen was the lightning’s dark red flash,
As it gleam’d on the stormy cloud;

Heard was the troubled ocean’s roar,

As its wild waves lash’d the rocky shore;
The thunder mutter'd loud,

As wilder still the lightnings flew;

Wilder as the tempest blew,

More wildly strange their converse grew.
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They talk'd of the ghosts of the mighty dead,
If, when the spark of life were fled,
They visited this world of woe?
Or, were it but a phantasy,
Deceptive to the feverish eye,
When strange forms flash’d upon the sight,
And stalk’d along at the dead of night?
Or if, in the realms above,
They still, for mortals left below,
Retain’'d the same affection’s glow,
In friendship or in love?—
Debating thus, a pensive train,
Thought upon thought began to rise;
Her thrilling wild harp Rosa took;
What sounds in softest murmurs broke
From the seraphic strings!
Celestials borne on odorous wings,
Caught the dulcet melodies,
The life-blood ebb’d in every vein,

As Paulo listen'd to the strain.

SONG

What sounds are those that float upon the air,
As if to bid the fading day farewell,—
What form is that so shadowy, yet so fair,
Which glides along the rough and pathless dell?

Nightly those sounds swell full upon the breeze,
Which seems to sigh as if in sympathy;
They hang amid yon cliff-embosom’d trees,
Or float in dying cadence through the sky.

Now rests that form upon the moonbeam pale,

In piteous strains of woe its vesper sings;
Now—now it traverses the silent vale,
Borne on transparent ether’s viewless wings.

Oft will it rest beside yon Abbey’s tower,
Which lifts its ivy-mantled mass so high;

173 Abbey’s ] abbey$831F
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Rears its dark head to meet the storms that lour, 175
And braves the trackless tempests of the sky.

That form, the embodied spirit of a maid,
Forced by a perjured lover to the grave;
A desperate fate the madden’d girl obey’d,
And from the dark cliff plunged into the wave. 180

There the deep murmurs of the restless surge,
The mournful shriekings of the white sea-mew,
The warring waves, the wild winds, sang her dirge,

And o’er her bones the dark red coral grew.

Yet though that form be sunk beneath the main, 185
Still rests her spirit where its vows were given;

Still fondly visits each loved spot again,
And pours its sorrows on the ear of Heaven.

That spectre wanders through the Abbey dale,

And suffers pangs which such a fate must share; 190
Early her soul sank in death’s darken’d vale,

And ere long all of us must meet her there.

She ceased, and on the listening ear

Her pensive accents died;

So sad they were, so softly clear, 195
It seemed as if some angel’s sigh

Had breathed the plaintive symphony;

So ravishingly sweet their close,

The tones awakened Paulo’s woes;

Oppressive recollections rose, 200
And poured their bitter tide.

Absorbed awhile in grief he stood;

At length he seemed as one inspired,

His burning fillet blazed with blood—

A lambent flame his features fired. 205
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“The hour is come, the fated hour;
Whence is this new, this unfelt power?—
Yes, I've a secret to unfold,
And such a tale as ne’er was told,
210 A dreadful, dreadful mystery!
Scenes, at whose retrospect e’en now,
Cold drops of anguish on my brow,
The icy chill of death I feel:
Wrap, Rosa, bride, thy breast in steel,
215 Thy soul with nerves of iron brace,
As to your eyes | darkly trace,
My sad, my cruel destiny.

"Victorio, lend your ears, arise,
Let us seek the battling skies,
220 With o’er our heads the thunder crashing,
And at our feet the wild waves dashing;
As tempest, clouds, and billows roll,
In gloomy concert with my soul.
Rosa, follow me—
225 For my soul is joined to thine,
And thy being’s linked to mine—
Rosa, list to me.”

Canto I,

“His form had not yet lost
All its original brightness, nor appeared
Less than archangel ruined, and the excess
Of glory obscured; but his face
Deep scars of thunder had intrenched, and care
Sate on his faded cheek.”
Paradise Lost.

In Canto 11,1811 consists of lines 213 and 215-23, which appear as an epigraph to
Chapter 10 o8t.Irv. 1829Eomits lines 1-8, 58-159, 232-71, 300-349, 429-55; and
1831Fomits lines 9-12, 22, 38, 42—-48, 50-52, 56-57, 160, 163, 165-67, 173, 178-79,
189-91, 195-96.
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PAULO.

"Tis sixteen hundred years ago,

Since | came from Israel’s land,;

Sixteen hundred years of woe!—

With deep and furrowing hand,

God’s mark is painted on my head; 5
Must there remain until the dead

Hear the last trump, and leave the tomb,

And earth spouts fire from her riven womb.

"How can | paint that dreadful day,
That time of terror and dismay, 10
When, for our sins, a Saviour died,
And the meek Lamb was crucified!
"Twas on that day, as borne along
To slaughter by the insulting throng,
Infuriate for Deicide, 15

| mock’d our Saviour, and | cried,
‘Go! go! ‘Ah! | will go,” he said,
'Where scenes of endless bliss invite,
To the blest regions of the light;

| go—but thou shalt here remain, 20
Nor see thy dying day

Till I return again.”

E’en now, by horror traced, | see
His perforated feet and hands;

The madden’d crowd around him stands, 25

Pierces his side the ruffian spear,

Big rolls the bitter anguish’d tear;

Hark that deep groan! He dies, he dies!
And breathes, in death’s last agonies,
Forgiveness to his enemies! 30

1-8 omitted1829E 21 Nor...day] Thoudiest nottill
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13 'Twas on that day, as ] 22 Till...again.” omitted 1831F
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Then was the noonday glory clouded,
The sun in pitchy darkness shrouded;
Then were strange forms through the darkness gleaming,
And the red orb of night on Jerusalem beaming,
35 Which faintly, with ensanguined light,
Dispersed the thickening shades of night;
Convulsed, all nature shook with fear,
As if the very end was near;
Earth to her centre trembled;
40 Rent in twain was the temple’s vall,
The graves gave up their dead,;
Whilst ghosts and spirits, ghastly pale,
Glared hideous on the sight,
Seen through the dark and lurid air,
45 As fiends array’d in light,
Threw on the scene a frightful glare,
And, howling, shriek’d with hideous yell—
They shriek’d in joy, for a Saviour fell!
"Twas then | felt the Almighty’s ire;

50 Then full on my remembrance came
Those words despised, alas! too late!
The horrors of my endless fate
Flash’d on my soul and shook my frame;
They scorch’d my breast as with a flame

55 Of unextinguishable fire;
An exquisitely torturing pain
Of frenzying anguish fired my brain.
By keen remorse and anguish driven,
| called for vengeance down from Heaven.
60 But, ah! the all-wasting hand of Time,
Might never wear away my crime!
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| scarce could draw my fluttering breath—
Was it the appalling grasp of death?

| lay entranced, and deemed he shed

His dews of poppy o’er my head;

But though the kindly warmth was dead,
The self-inflicted torturing pangs

Of conscience lent their scorpion fangs,
Still life prolonging, after life was fled.

"Methought, what glories met my sight,
As burst a sudden blaze of light,
lllumining the azure skies,

| saw the blessed Saviour rise.

But how unlike to him who bled!

Where then his thorn-encircled head?
Where the big drops of agony

Which dimmed the lustre of his eye?
Or deathlike hue that overspread

The features of that heavenly face?
Gone now was every mortal trace;
His eyes with radiant lustre beamed—
His form confessed celestial grace,
And with a blaze of glory streamed.
Innumerable hosts around,

Their brows with wreaths immortal crowned,
With amaranthine chaplets bound,

As on their wings the cross they bore,
Deep dyed in the Redeemer’s gore,
Attune their golden harps, and sing
Loud hallelujahs to their King.

"But, in an instant, from my sight,
Fled were the visions of delight.
Darkness had spread her raven pall;
Dank, lurid duskness covered all.

All was as silent as the dead;

| felt a petrifying dread,

Which harrowed up my frame;
When suddenly a lurid stream

Of dark red light, with hideous gleam,
Shot like a meteor through the night,
And painted Hell upon the skies—
The Hell from whence it came.
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105

110

115
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135

140

What clouds of sulphur seemed to rise!
What sounds were borne upon the air!
The breathings of intense despair—
The piteous shrieks—the wails of woe—
The screams of torment and of pain—
The red-hot rack—the clanking chain!

| gazed upon the gulf below,

Till, fainting from excess of fear,

My tottering knees refused to bear

My odious weight. | sink—I sink!
Already had | reached the brink.

The fiery waves disparted wide,

To plunge me in their sulphureous tide;
When, racked by agonizing pain,

| started into life again.

"Yet still the impression left behind
Was deeply graven on my mind,

In characters whose inward trace
No change or time could e’er deface;
A burning cross illumed my brow,

I hid it with a fillet grey,

But could not hide the wasting woe
That wore my wildered soul away,
And ate my heart with living fire.

I knew it was the avenger's sway,
| felt it was the avenger’s ire!

"A burden on the face of earth,

| cursed the mother who gave me birth;
| cursed myself—my native land.
Polluted by repeated crimes,

| sought in distant foreign climes

If change of country could bestow

A transient respite from my woe.

Vain from myself the attempt to fly,

Sole cause of my own misery.

"Since when, in deathlike trance | lay,
Past, slowly past, the years away
That poured a bitter stream on me,
When once | fondly longed to see
Jerusalem, alas! my native place.
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Jerusalem, alas! no more in hame,
No portion of her former fame
Had left behind a single trace.

Her pomp—her splendour—was no more.

Her towers no longer seem to rise,
To lift their proud heads to the skies.
Fane and monumental bust,

Long levelled even with the dust.

The holy pavements were stained with gore.
The place where the sacred temple stood

Was crimson-dyed with Jewish blood.
Long since, my parents had been dead,
All my posterity had bled

Beneath the dark Crusader’s spear,

No friend was left my path to cheer,

To shed a few last setting rays

Of sunshine on my evening days!

"Rack’d by the tortures of the mind,
How have | long'd to plunge beneath
The mansions of repelling death!

And strove that resting place to find
Where earthly sorrows cease.

Oft, when the tempest-fiends engaged,
And the warring winds tumultuous raged,
Confounding skies with seas,

Then would I rush to the towering height
Of the gigantic Teneriffe,

Or some precipitous cliff,

All in the dead of the silent night.

145

150

155

160

165

170

"I have cast myself from the mountain’s height,
Above was day—below was night;
The substantial clouds that lower'd beneath

160 omitted 1831F
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180
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Bore my detested form;
They whirl'd it above the volcanic breath,
And the meteors of the storm;
The torrents of electric flame
Scorch’d to a cinder my fated frame.
Hark to the thunder’s awful crash—
Hark to the midnight lightning’s hiss!
At length was heard a sullen dash,
Which made the hollow rocks around
Rebellow to the awful sound:;
The yawning ocean opening wide,
Received me in its vast abyss,
And whelm’d me in its foaming tide.
Though my astounded senses fled,
Yet did the spark of life remain;
Then the wild surges of the main
Dash’d and left me on the rocky shore.
Oh! would that | had waked no more!
Vain wish! | lived again to feel
Torments more fierce than those of hell!
A tide of keener pain to roll,
And the bruises to enter my inmost soul.

"I cast myself in Etna’s womb,1
If haply I might meet my doom

1"l cast myself from the overhanging summit of the gigantic Teneriffe into the wide weltering
ocean. The clouds which hung uponits base below, bore up my odious weight; the foaming
billows, swoln by the fury of the northern blast, opened to receive me, and, burying in a vast
abyss, atlength dashed my almostinanimate frame against the crags. The bruises entered int
my soul, but | awoke to life and all its torments. | precipitated myself into the crater of
Vesuvius, the bickering flames and melted lava vomited me up again, and though | felt the
tortures ofthe damned, though the sulphureous bitumen scorched the blood within my veins,
parched up my flesh, and burntit to a cinder, still did | live to drag the galling chain of existence
on. Repeatedly have | exposed myself to the tempestuous battling of the elements; the clouds
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In torrents of electric flame;

Thrice happy had | found a grave 200
'Mid fierce combustion’s tumults dire,

'Mid oceans of volcanic fire,

Which whirl'd me in their sulphurous wave,

And scorch’d to a cinder my hated frame,

Parch’d up the blood within my veins, 205
And rack’d my breast with damning pains;

Then hurl'd me from the mountain’s entrails dread.

With what unutterable woe

Even now | feel this bosom glow—

| burn—I melt with fervent heat— 210
Again life’s pulses wildly beat—

What endless throbbing pangs | live to feel!

The elements respect their Maker’s seal,—

That seal deep printed on my fated head.

"Still like the scathed pine-tree’s height, 215
Braving the tempests of the night

Have | ‘'scaped the bickering fire.

Like the scathed pine which a monument stands

Of faded grandeur, which the brands

Of the tempest-shaken air 220
Have riven on the desolate heath,

Yet it stands majestic even in death,

And rearsits wild form there.

Thus have | ‘scaped the ocean’s roar,

The red-hot bolt from God’s right hand, 225

which burstupon my head in crash terrific and exterminating, and the flaming thunderbolt
hurled headlong on me its victim, stunned but not destroyed me. The lightning, in bickering
coruscation, blasted me; and like the scattered oak, which remains a monument of faded
grandeur, and outlives the other monarchs of the forest, doomed me to live for ever. Nine
times did this dagger enter into my heart—the ensanguined tide of existence followed the
repeated plunge; at each stroke, unutterable anguish seized my frame, and every limb was
convulsed by the pangs of approaching dissolution. The wounds still closed, and still |
breathe the hated breath of life.” | have endeavoured to deviate as little as possible from the
extreme sublimity of idea which tetyleof the German author, of which this is a translation,

so forcibly impresses.
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The flaming midnight meteor brand,
And Etna’s flames of bickering fire.
Thus am | doom’d by fate to stand,
A monument of the Eternal’s ire;
Nor can this being pass away,
Till time shall be no more.

"I pierce with intellectual eye,

Into each hidden mystery;

| penetrate the fertile womb

Of nature; | produce to light

The secrets of the teeming earth,

And give air's unseen embryos birth:

The past, the present, and to come,

Float in review before my sight:

To me is known the magic spell,

To summon e’en the Prince of Hell;

Awed by the Cross upon my head,

His fiends would obey my mandates dread,
To twilight change the blaze of noon,

And stain with spots of blood the moon.
But that an interposing hand

Restrains my potent arts, my else supreme command.”

He raised his passion-quivering hand,
He loosed the grey encircling band,

A burning cross was there;

Its colour was like to recent blood,

Deep marked upon his brow it stood,
And spread a lambent glare.

Dimmer grew the taper’s blaze,

Dazzled by the brighter rays,

Whilst Paulo spoke—'twas dead of night—
Fair Rosa shuddered with affright;
Victorio, fearless, had braved death
Upon the blood-besprinkled heath;

Had heard, unmoved, the cannon'’s roar,
Echoing along the Wolga’s shore,

232-7lomitted1829E
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When the thunder of battle was swelling,

When the birds for their dead prey were yelling,

When the ensigns of slaughter were streaming,

And falchions and bayonets were gleaming, 265
And almost felt death’s chilling hand,

Stretched on ensanguined Wolga'’s strand,

And, careless, scorned for life to cry.

Yet now he turned aside his eye,

Scarce could his death-like terror bear, 270
And owned now what it was to fear.

"Once a funeral met my aching sight,
It blasted my eyes at the dead of night,
When the sightless fiends of the tempests rave,
And hell-birds howl o’er the storm-blacken’d wave. 275
Nought was seen, save at fits, but the meteor’s glare,
And the lightnings of God painting hell on the air;
Nought was heard save the thunder’s wild voice in the sky,
And strange birds who, shrieking, fled dismally by.
"Twas then from my head my drench’d hair that | tore, 280
And bid my vain dagger’s point drink my life’s gore;
"Twas then | fell on the ensanguined earth,
And cursed the mother who gave me birth!
My madden’d brain could bear no more—
Hark! the chilling whirlwind's roar; 285
The spirits of the tombless dead
Flit around my fated head,—
Howl horror and destruction round,
As they quaff my blood that stains the ground,
And shriek amid their deadly stave,— 290
'Never shalt thou find the grave!
Ever shall thy fated soul
In life’s protracted torments roll,
Till, in latest ruin hurl'd,
And fate’s destruction, sinks the world! 295
Till the dead arise from the yawning ground,

To meet their Maker’s last decree,
Till angels of vengeance flit around,

And loud yelling demons seize on thee!’

281 bid ] badé831F 299stanzabreakfollows
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“Ah! would were come that fated hour,

When the clouds of Chaos around shall lower;
When this globe calcined by the fury of God
Shall sink beneath his wrathful nod!”

As thus he spake, a wilder gaze

Of fiend-like horror lit his eye

With a most unearthly blaze,

As if some phantom-form passed by.
At last he stilled the maddening wail
Of grief, and thus pursued his tale:—

“Oft | invoke the fiends of hell,

And summon each in dire array—

| know they dare not disobey

My stern, my powerful spell.

—Once on a night, when not a breeze
Ruffled the surface of the seas,

The elements were lulled to rest,

And all was calm, save my sad breast,
On Death resolved—intent,

I marked a circle round my form;
About me sacred reliques spread,
The reliques of magicians dead,

And potent incantations read—

| waited their event.

"All at once grew dark the night,

Mists of swarthiness hung o’er the pale moonlight.
Strange yells were heard, the boding cry

Of the night raven that flitted by,

Whilst the silver winged mew

Startled with screams o’er the dark wave flew.
"Twas then | seized a magic wand,

The wand by an enchanter given,

And deep dyed in his heart’s red blood.

The crashing thunder pealed aloud;

| saw the portentous meteor’s glare,

And the lightnings gleam o’er the lurid air;

| raised the wand in my trembling hand,

And pointed Hell's mark at the zenith of Heaven.

300-34Dmitted1829E 337stanzabreakfollows
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“A superhuman sound

Broke faintly on the listening ear,

Like to a silver harp the notes,

And yet they were more soft and clear.
| wildly strained my eyes around—
Again the unknown music floats.

Still stood Hell’'s mark above my head—

In wildest accents | summoned the dead—

And through the insubstantial night,
It diffused a strange and fiendish light;
Spread its rays to the charnel-house air,

340

345

And marked mystic forms on the dark vapours there.
The winds had ceased—a thick dark smoke 350

From beneath the pavement broke;
Around ambrosial perfumes breathe
A fragrance, grateful to the sense,
And bliss, past utterance, dispense.
The heavy mists, encircling, wreath,
Disperse, and gradually unfold
A youthful female form;—she rode
Upon a rosy-tinted cloud;
Bright stream’d her flowing locks of gold;
She shone with radiant lustre bright,
And blazed with strange and dazzling light;
A diamond coronet deck’d her brow,
Bloom’d on her cheek a vermeil glow;
The terrors of her fiery eye
Pour'd forth insufferable day,
And shed a wildly lurid ray.
A smile upon her features play’'d,
But there, too, sate pourtray’d
The inventive malice of a soul
Where wild demoniac passions roll;
Despair and torment on her brow
Had mark’d a melancholy woe
In dark and deepen’d shade.
Under those hypocritic smiles,

355
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375 Deceitful as the serpent’s wiles,

Her hate and malice were conceal'd;
Whilst on her guilt-confessing face,
Conscience, the strongly printed trace

Of agony betray’'d,

380 And all the fallen angel stood reveal’d.
She held a poniard in her hand,

The point was tinged by the lightning’s brand;
In her left a scroll she bore,
Crimson’d deep with human gore;
385 And, as above my head she stood,
Bade me smear it with my blood.

She said, that then it was my doom

That every earthly pang should cease;
The evening of my mortal woe

390 Would close beneath the yawning tomb;
And, lull'd into the arms of death,

I should resign my labouring breath;
And in the sightless realms below
Enjoy an endless reign of peace.

395 She ceased—oh, God, | thank thy grace,
Which bade me spurn the deadly scroll;
Uncertain for a while | stood—

The dagger’s point was in my blood.

Even now | bleed!—I bleed!

400 When suddenly what horrors flew,

Quick as the lightnings through my frame;

Flash’d on my mind the infernal deed,
The deed which would condemn my soul
To torments of eternal flame.

405 Drops colder than the cavern dew
Quick coursed each other down my face,

| labour’d for my breath;

At length | cried, ‘Avaunt! thou fiend of Hell,

Avaunt! thou minister of death!’

410 | cast the volume on the ground,

Loud shriek’d the fiend with piercing yell,
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And more than mortal laughter peal’d around.

The scatter’d fragments of the storm

Floated along the Demon’s form,

Dilating till it touch’d the sky; 415
The clouds that roll'd athwart his eye,

Reveal'd by its terrific ray,

Brilliant as the noontide day,

Gleam’d with a lurid fire;

Red lightnings darted around his head, 420
Thunders hoarse as the groans of the dead,

Pronounced their Maker's ire;

A whirlwind rush’d impetuous by,

Chaos of horror fil'd the sky;

| sunk convulsed with awe and dread. 425
When | waked the storm was fled,

But sounds unholy met my ear,

And fiends of hell were flitting near.

"Here let me pause—here end my tale,

My mental powers begin to fail; 430
At this short retrospect | faint:

Scarce beats my pulse—I lose my breath,

| sicken even unto death.

Oh! hard would be the task to paint

And gift with life past scenes again; 435
To knit a long and linkless chain,

Or strive minutely to relate

The varied horrors of my fate.

Rosa! | could a tale disclose,

So full of horror—full of woes, 440
Such as might blast a demon’s ear,

Such as a fiend might shrink to hear—

But, no."—

Here ceased the tale. Convulsed with fear,
The tale yet lived in Rosa’s ear— 445
She felt a strange mysterious dread,
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A chilling awe as of the dead;
Gleamed on her sight the demon’s form.
Heard she the fury of the storm?
450 The cries and hideous yells of death?
Tottered the ground her feet beneath?
Was it the fiend before her stood?
Saw she the poniard drop with blood?
All seemed to her distempered eye
455 A true and sad reality.

*

* * * *

Canto V.
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K What are ye

So withered and so wild in your attire,

That look not like th’ inhabitants of earth,

And yet are on ‘t?—Live you, or are you aught
That man may question?”

Macbeth.

Ah! why does man, whom God has sent

As the Creation’s ornament,

Who stands amid his works confest

The first—the noblest—and the best;

5 Whose vast—whose comprehensive eye,
Is bounded only by the sky,

O’erlook the charms which Nature yields,
The garniture of woods and fields,

The sun’s all vivifying light,

In Canto IV1829Eomits lines 38-85, 149-270, 332—402; 3881 Fomits lines 28—-29,
292-93,298-300, 318-31, and 424-28; and lines 419-23 are given in the following order:
419, 423, 421, 422, 420829Incconsists of lines 271-331.
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The glory of the moon by night,

And to himself alone a foe,

Forget from whom these blessings flow?
And is there not in friendship’s eye,
Beaming with tender sympathy,

An antidote to every woe,

And cannot woman'’s love bestow

An heav'nly paradise below?

Such joys as these to man are given,
And yet you dare to rail at Heaven,
Vainly oppose the Almighty Cause,
Transgress His universal laws,

Forfeit the pleasures that await

The virtuous in this mortal state,
Question the goodness of the Power on high,
In misery live, despairing die.

What then is man, how few his days,
And heighten’d by what transient rays,
Made up of plans of happiness,

Of visionary schemes of bliss,

The varying passions of his mind
Inconstant, varying as the wind,

Now hush’d to apathetic rest,

Now tempested with storms his breast,
Now with the fluctuating tide

Sunk low in meanness, swoln with pride,
Thoughtless, or overwhelm’d with care,
Hoping, or tortured by despair!

The sun had sunk beneath the hill,
Soft fell the dew, the scene was still;
All nature hailed the evening’s close.
Far more did lovely Rosa bless

The twilight of her happiness.
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Even Paulo blest the tranquil hour
As in the aromatic bower,
45 Or wandering through the olive grove,
He told his plaintive tale of love;
But welcome to Victorio’s soul
Did the dark clouds of evening roll!
But, ah! what means his hurried pace,
50 Those gestures strange, that varying face;
Now pale with mingled rage and ire,
Now burning with intense desire;
That brow where brood the imps of care,
That fixed expression of despair,
55 That haste, that labouring for breath—
His soul is madly bent on death.
A dark resolve is in his eye,
Victorio raves—I hear him cry,
"Rosa is Paulo’s eternally.”

60 But whence is that soul-harrowing moan,
Deep drawn and half supprest—
A low and melancholy tone,
That rose upon the wind?
Victorio wildly gazed around,

65 He cast his eyes upon the ground,
He raised them to the spangled air,
But all was still—was quiet there.
Hence, hence, this superstitious fear;
"Twas but the fever of his mind

70 That conjured the ideal sound,
To his distempered ear.

With rapid step, with frantic haste,

He scoured the long and dreary waste;

And now the gloomy cypress spread
75 Its darkened umbrage o’er his head,;

The stately pines above him high,

Lifted their tall heads to the sky;

Whilst o’er his form, the poisonous yew

60 soul-harrowing ] soul harrowid@31F
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And melancholy nightshade threw
Their baleful deadly dew. 80
At intervals the moon shone clear;
Yet, passing o’er her disk, a cloud
Would now her silver beauty shroud.
The autumnal leaf was parched and sere;
It rustled like a step to fear. 85
The precipice’s battled height
Was dimly seen through the mists of night,
As Victorio moved along.
At length he reach’d its summit dread,
The night-wind whistled round his head, 90
A wild funereal song.
A dying cadence swept around
Upon the waste of air,
It scarcely might be call'd a sound,
For stillness yet was there, 95
Save when the roar of the waters below
Was wafted by fits to the mountain’s brow.
Here for a while Victorio stood
Suspended o’er the yawning flood,
And gazed upon the gulf beneath. 100
No apprehension paled his cheek,
No sighs from his torn bosom break,
No terror dimm’d his eye.
"Welcome, thrice welcome, friendly death,”
In desperate harrowing tone he cried, 105
"Receive me, ocean, to your breast,
Hush this ungovernable tide,
This troubled sea to rest.
Thus do | bury all my grief—
This plunge shall give my soul relief, 110
This plunge into eternity!”
| see him now about to spring
Into the watery grave:
Hark! the death angel flaps his wing
O’er the blacken’d wave. 115
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Hark! the night-raven shrieks on high
To the breeze which passes on;
Clouds o’ershade the moonlight sky—
The deadly work is almost done—
120 When a soft and silver sound,
Softer than the fairy song,
Which floats at midnight hour along
The daisy-spangled ground,
Was borne upon the wind’s soft swell.
125 Victorio started—'twas the knell
Of some departed soul;
Now on the pinion of the blast,
Which o’er the craggy mountain past,
The lengthen’d murmurs roll—
130 Till lost in ether, dies away
The plaintive, melancholy lay.
'Tis said congenial sounds have power
To dissipate the mists that lower
Upon the wretch’s brow—
135 To still the maddening passions’ war—
To calm the mind’s impetuous jar—
To turn the tide of woe.
Victorio shudder'd with affright,
Swam o’er his eyes thick mists of night;

140 Even now he was about to sink
Into the ocean’s yawning womb,

But that the branches of an oak,
Which, riven by the lightning’s stroke,
O’erhung the precipice’s brink,

145 Preserved him from the billowy tomb;
Quick throbb’d his pulse with feverish heat,
He wildly started on his feet,
And rush’d from the mountain’s height.

The moon was down, but thro’ the air
150 Wild meteors spread a transient glare,

Borne on the wing of the swelling gale,

Above the dark and woody dale,

Thick clouds obscured the sky.

149-27@mittedl829E
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All was now wrapped in silence drear,
Not a whisper broke on the listening ear, 155
Not a murmur floated by.

In thought's perplexing labyrinth lost

The trackless heath he swiftly crost.

Ah! why did terror blanch his cheek?

Why did his tongue attempt to speak, 160
And fail in the essay?

Through the dark midnight mists, an eye,

Flashing with crimson brilliancy,

Poured on his face its ray.

What sighs pollute the midnight air? 165
What mean those breathings of despair?

Thus asked a voice, whose hollow tone

Might seem but one funereal moan

Victorio groaned, with faltering breath,

"I burn with love, | pant for death!” 170

Suddenly a meteor’s glare,

With brilliant flash illumed the air;

Bursting through clouds of sulphurous smoke,

As on a Witch's form it broke,

Of herculean bulk her frame 175
Seemed blasted by the lightning’s flame;

Her eyes that flared with lurid light,

Were now with bloodshot lustre filled.

They blazed like comets through the night,

And now thick rheumy gore distilled,; 180
Black as the raven’s plume, her locks

Loose streamed upon the pointed rocks,

Wild floated on the hollow gale,

Or swept the ground in matted trail;

Vile loathsome weeds, whose pitchy fold 185
Were blackened by the fire of Hell,

Her shapeless limbs of giant mould

Scarce served to hide—as she the while

"Grinned horribly a ghastly smile”

And shrieked with demon yell. 190

182 rocks, ] rock<:831F 190stanzabreakfollows
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Terror unmanned Victorio’s mind,
His limbs, like lime leaves in the wind,
Shook, and his brain in wild dismay
Swam—Vainly he strove to turn away.

195 “Follow me to the mansions of rest,”
The weird female cried,;
The life-blood rushed thro’ Victorio’s breast
In full and swelling tide.
Attractive as the eagle’s gaze,

200 And bright as the meridian blaze,
Led by a sanguine stream of light,
He followed through the shades of night—
Before him his conductress fled,
As swift as the ghosts of the dead,

205 When on some dreadful errand they fly,
In a thunderblast sweeping the sky.

They reached a rock whose beetling height
Was dimly seen thro’ the clouds of night;
lllumined by the meteor’s blaze,

210 Its wild crags caught the reddened rays,
And their refracted brilliance threw
Around a solitary yew,

Which stretched its blasted form on high,
Braving the tempests of the sky.

215 As glared the flame—a caverned cell,
More pitchy than the shades of hell,

Lay open to Victorio’s view.
Lost for an instant was his guide;
He rushed into the mountain’s side.

220 At length with deep and harrowing yell
She bade him quickly speed,

For that ere again had risen the moon
"Twas fated that there must be done
A strange—a deadly deed.

225 Swift as the wind Victorio sped,
Beneath him lay the mangled dead;
Around dank putrefaction’s power
Had caused a dim blue mist to lower.
Yet an unfixed, a wandering light

230 Dispersed the thickening shades of night;
Yet the weird female’s features dire
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Gleamed thro’ the lurid yellow air:

With a deadly livid fire,

Whose wild, inconstant, dazzling light
Dispelled the tenfold shades of night,
Whilst her hideous fiendlike eye

Fixed on her victim with horrid stare,
Flamed with more kindled radiancy;

More frightful far than that of Death,
When exulting he stalks o’er the battle heath;
Or of the dread prophetic form,

Who rides the curled clouds in the storm,
And borne upon the tempest’s wings,
Death, despair, and horror brings.
Strange voices then and shrieks of death
Were borne along the trackless heath;
Tottered the ground his steps beneath;
Rustled the blast o’er the dark cliff's side,
And their works unhallowed spirits plied,
As they shed their baneful breath.

Yet Victorio hastened on—

Soon the dire deed will be done.
"Mortal,” the female cried, “this night
Shall dissipate thy woe;

And, ere return of morning light

The clouds that shade thy brow,
Like fleeting summer mists shall fly
Before the sun that mounts on high.
I know the wishes of thy heart—

A soothing balm | could impart:
Rosa is Paulo’s—can be thine,

For the secret power is mine.”

VICTORIO.

"Give me that secret power—Oh! give
To me fair Rosa—I will live

To bow to thy command.

Rosa but mine—and | will fly

E’en to the regions of the sky,

Will traverse every land.”

Canto IV
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WITCH.

“Calm then those transports and attend,
270 Mortal, to one, who is thy friend—
The charm begins.”

—An ancient book

Of mystic characters she took;

Her loose locks floated on the air,
Her eyes were fix'd in lifeless stare;

275 She traced a circle on the floor,
Around, dark chilling vapours lower;
A golden cross on the pavement she threw;
"Twas tinged by a flame of lambent blue,
From which bright scintillations flew;—

280 By it she cursed her Saviour's soul'—
Then savage laughter round did roll,
A hollow, wild, and frightful sound,
In air above, and under ground.

She utter’d then, in accents dread,
285 Some maddening rhyme that wakes the dead,
And forces every shivering fiend
To her their demon-forms to bend.
At length a wild and piercing shriek,
As the dark mists disperse and break,
290 Announced the coming Prince of Hell!
But when his form obscured the cell,
What words could paint, what tongue could tell,
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The terrors of his look!
The witch’s heart, unused to shrink
Even at extremest danger’s brink,

With deadliest terror shook!
And with their Prince were seen to rise
Spirits of every shape and hue,—
A hideous and infernal crew,
With hell-fires flashing from their eyes.
The cavern bellows with their cries,
Which, echoing through a thousand caves,
Sound like as many tempest-waves.

Inspired and wrapt in bickering flame,
The strange and wild enchantress stood;—
Words unpremeditated came,

In unintelligible flood,

From her black tumid lips—array’d

In livid, fiendish smiles of joy—

Lips, which now dropp’d with deadly dew,
And now, extending wide, display’d
Projecting teeth of mouldy blue.

As with a loud and piercing cry,

A mystic, harrowing lay she sang,

The rocks, as with a death-peal, rang,
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And the dread accents, deep and drear,
Struck terror on the dark night's ear!

As ceased the soul-appalling verse,
Obedient to its power, grew still

320 The hellish shrieks;—the mists disperse;—
Satan—a shapeless, hideous beast—
In all his horrors stood confest!
And as his vast proportions fill
The lofty cave, his features dire

325 Gleam with a pale and sulphurous fire;
From his fixed glance of deadly hate
Evensheshrunk back, appall'd with dread—
For there contempt and malice sate,
And from his basiliskine eye

330 Sparks of living fury fly,
Which wanted but a being to strike dead.

A wilder, a more awful spell
Now echoed through the long-drawn cell;
The demon bowed to its mandates dread.

335 “Receive this potent drug,” he cried,
"Whoever quaffs its fatal tide,
Is mingled with the dead.”
Swept by a rushing sulphurous blast,
Which wildly through the cavern past,
340 The fatal word was borne.
The cavern trembled with the sound,1
Trembled beneath his feet the ground,
With strong convulsions torn,
Victorio, shuddering, fell;
345 But soon awakening from his trance,

1 “Death!
Hell trembled at the hideous name and sighed
From all its caves, and back resounded death.”
—Paradise Lost.
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He cast around a fearful glance,
Yet gloomy was the cell,

Save where a lamp’s uncertain flare
Cast a flickering, dying glare.

WITCH.

"Receive this dear-earned drug—its power 350
Thou, mortal, soon shalt know:

This drug shall be thy nuptial dower,

This drug shall seal thy woe.

Mingle it with Rosa’s wine,

Victorio—Rosa then is thine.” 355

She spake, and, to confirm the spell,

A strange and subterranean sound

Reverberated long around,

In dismal echoes—the dark cell

Rocked as in terror—thro’ the sky 360
Hoarse thunders murmured awfully,

And winged with horror, darkness spread

Her mantle o’er Victorio’s head.

He gazed around with dizzy fear,

No fiend, no witch, no cave, was near; 365
But the blasts of the forest were heard to roar,

The wild ocean’s billows to dash on the shore.

The cold winds of Heaven struck chill on his frame;

For the cave had been heated by hell's blackening flame,
And his hand grasped a casket—the philtre was there! 370

* * * * *

Sweet is the whispering of the breeze

Which scarcely sways yon summer trees;

Sweet is the pale moon’s pearly beam,

Which sleeps upon the silver stream,

In slumber cold and still: 375
Sweet those wild notes of harmony,

Which on the blast that passes by,

Are wafted from yon hill:

So low, so thrilling, yet so clear,

Which strike enthusiast fancy’s ear; 380
Which sweep along the moonlight sky,

Like notes of heavenly symphony.
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SONG

See yon opening flower

Spreads its fragrance to the blast;
It fades within an hour,

Its decay is pale, is fast.

Paler is yon maiden;

Faster is her heart’s decay;

Deep with sorrow laden,

She sinks in death away.
* * * * *

"Tis the silent dead of night—

Hark! hark! what shriek so low yet clear,

Breaks on calm rapture’s pensive ear,

From Lara’s castled height?

"Twas Rosa’s death-shriek fell!

What sound is that which rides the blast,

As onward its fainter murmurs past?

'Tis Rosa’s funeral knell!

What step is that the ground which shakes?

"Tis the step of a wretch, nature shrinks from his tread;
And beneath their tombs tremble the shuddering dead;
And while he speaks the churchyard quakes.

PAULO.

"Lies she there for the worm to devour,
Lies she there till the judgment hour,
Is then my Rosa dead!

False fiend! | curse thy futile power!
O’er her form will lightnings flash,
O’er her form will thunders crash,
But harmless from my head

Will the fierce tempest's fury fly,
Rebounding to its native sky.—
Who is the God of Mercy?—where
Enthroned the power to save?
Reigns he above the viewless air?

Lives he beneath the grave?
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To him would I lift my suppliant moan,
That power should hear my harrowing groan;—
Is it then Christ’s terrific Sire?
Ah! | have felt his burning ire,
| feel,—I feel it now,— 420
His flaming mark is fixd on my head,
And must there remain in traces dread,
Wild anguish glooms my brow;
Oh! Griefs like mine that fiercely burn,
Where is the balm can heal! 425
Where is the monumental urn
Can bid to dust this frame return,
Or quench the pangs | feel!”
As thus he spoke grew dark the sky,
Hoarse thunders murmured awfully, 430
"O Demon! | am thine!” he cried.
A hollow fiendish voice replied,
"Come! for thy doom is misery.”
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POSTHUMOUS FRAGMENTS
OF MARGARET NICHOLSON,;

Being Poems Found Amongst the Papers of that Noted Fe-
male
who Attempted the Life of the King in 1786.

Edited by John Fitzvictor

A slim quarto volumeRosthumous Fragments of Margaret Nicholson
(PF) was published in an edition of 250 copies in the third week of No-
vember 1810 by J. Munday in Oxford. The first of the publications that
PBS originated after taking up residence at University College, Oxford, it
Is a student prank that mixes antiestablishment rhetoric with sexual double
entendres, all wrapped in the protective fiction that the six poems were
emotional outpourings by a mad laundress who had attempted to kill King
George Il in 1786, collected and edited by her nephew. Individual pas-
sages in the volume show, however, that PBS had begun to find various
aspects of his mature lyric voice. He also used specialized typography to
achieve expressive effects. For instance, the heading “Symphony” on page
98 was set in shadow type in the first edition. For Commentary, see pages
235-59; for Historical Collations, see pages 375—86.
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ADVERTISEMENT.

THE energy and native genius of these Fragments, must be
the only apology which the Editor can make for thus intruding them
on the Public Notice. The FIRST | found with no title, and have left it
so. It is intimately connected with the dearest interests of universal
happiness; and much as we may deplore the fatal and enthusiastic
tendency which the ideas of this poor female had acquired, we can-
not fail to pay the tribute of unequivocal regret to the departed
memory of genius, which, had it been rightly organized, would have
made that intellect, which had since become the victim of phrenzy
and despair, a most brilliant ornament to society.

In case the sale of these Fragments evinces that the Public
have any curiosity to be presented with a more copious collection of
my unfortunate Aunt’'s Poems, | have other papers in my possession.
which shall, in that case, be subjected to their notice. It may be sup-
posed they require much arrangement; but | send the following to the
press in the same state in which they came into my possession.

J.F

Text collated with810PFandc.1870PF No variants occur between our Text and the
primary witnesses.
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“Ambition, power, and avarice, now have hurl’d”

Aweimion, power, and avarice, now have hurl'd

Death, fate, and ruin, on a bleeding world.

See! on yon heath what countless victims lie,

Hark! what loud shrieks ascend thro’ yonder sky;

Tell then the cause, 'tis sure the avenger’s rage 5
Has swept these myriads from life’s crowded stage:

Hark to that groan, an anguish’d hero dies,

He shudders in death’s latest agonies;

Yet does a fleeting hectic flush his cheek,

Yet does his parting breath essay to speak— 10

"Oh God! my wife, my children—Monarch thou
"For whose support this fainting frame lies low;
"For whose support in distant lands | bleed,
"Let his friends’ welfare be the warrior's meed.
"He hears me not—ah! no—kings cannot hear, 15
"For passion’s voice has dull'd their listless ear.
"To thee, then, mighty God, I lift my moan,
"Thou wilt not scorn a suppliant’s anguish’d groan.
"Oh! now | die—but still is death’s fierce pain—
"God hears my prayer—we meet, we meet again.” 20
He spake, reclin’d him on death’s bloody bed,
And with a parting groan his spirit fled.

Oppressors of mankind fmu we owe
The baleful streams from whence these miseries flow;
For you how many a mother weeps her son, 25
Snatch’d from life’s course ere half his race was run!
For you how many a widow drops a tear,
In silent anguish, on her husband’s bier!

"Is it then thine, Almighty Power,” she cries,
"Whence tears of endless sorrow dim these eyes? 30
"Is this the system which thy powerful sway,
"Which else in shapeless chaos sleeping lay,
"Form’d and approv'd?—it cannot be—but oh!
"Forgive me Heaven, my brain is warp’d by woe.”

Text collated witH810PFandc. 1870PF.
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35 'Tis not—he never bade the war-note swell,
He never triumph’d in the work of hell—
Monarchs of earth! thine is the baleful deed,
Thine are the crimes for which thy subjects bleed.
Ah! when will come the sacred fated time,

40 When man unsullied by his leaders’ crime,
Despising wealth, ambition, pomp, and pride,
Will stretch him fearless by his foemen'’s side?
Ah! when will come the time, when o’er the plain
No more shall death and desolation reign?

45 When will the sun smile on the bloodless field,
And the stern warrior’'s arm the sickle wield?
Not whilst some King, in cold ambition’s dreams,
Plans for the field of death his plodding schemes;
Not whilst for private pique the public fall,

50 And one frail mortal’'s mandate governs all.
Swell'd with command and mad with dizzying sway;
Who sees unmov'd his myriads fade away.
Careless who lives or dies—so that he gains
Some trivial point for which he took the pains.

55 What then are Kings?—I see the trembling crowd,
| hear their fulsome clamours echoed loud;
Their stern oppressor pleas’d appears awhile,
But April's sunshine is a Monarch’s smile—
Kings are but dust—the last eventful day

60 Will level all and make them lose their sway;
Will dash the sceptre from the Monarch’s hand,
And from the warrior’'s grasp wrest the ensanguin’d brand.

Oh! Peace, soft peace, art thou for ever gone,
Is thy fair form indeed for ever flown?

65 And love and concord hast thou swept away,
As if incongruous with thy parted sway?

Alas | fear thou hast, for none appear.
Now o’er the palsied earth stalks giant Fear,
With War, and Woe, and Terror, in his train;

70 List'ning he pauses on the embattled plain,
Then speeding swiftly o’er the ensanguin’d heath,
Has left the frightful work to hell and death.
See! gory Ruin yokes his blood-stain’'d car,

41 pride, ] pride. 187PF
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He scents the battle’s carnage from afar;

Hell and destruction mark his mad career,

He tracks the rapid step of hurrying Fear;

Whilst ruin’d towns and smoaking cities tell,

That thy work, Monarch, is the work of hell.

It is thy work! | hear a voice repeat,

Shakes the broad basis of thy blood-stained seat;
And at the orphan’s sigh, the widow’'s moan,
Totters the fabric of thy guilt-stained throne—

"It is thy work, O Monarch;” now the sound
Fainter and fainter yet is borne around,

Yet to enthusiast ears the murmurs tell

That heaven, indignant at the work of hell,

Will soon the cause, the hated cause remove,
Which tears from earth peace, innocence, and love.

FRAGMENT.

SUPPOSED TO BE AN HFHALAMIUM OF
FRANCIS RAWAILLAC
AND CHARLOTTE CORDE

"TIS midnight now—athwart the murky air,
Dank lurid meteors shoot a livid gleam;
From the dark storm-clouds flashes a fearful glare,
It shews the bending oak, the roaring stream.
| ponder'd on the woes of lost mankind, 5
| ponder’d on the ceaseless rage of Kings;
My rapt soul dwelt upon the ties that bind
The mazy volume of commingling things,

When fell and wild misrule to man stern sorrow brings.

| heard a yell—it was not the knell, 10
When the blasts on the wild lake sleep,

That floats on the pause of the summer gale’s swell,
O’er the breast of the waveless deep.

I thought it had been death’s accents cold
That bade me recline on the shore; 15

75

80

85

Text collated witHL.810PFandc.1870PF.
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45

50

I laid mine hot head on the surge-beaten mould,
And thought to breathe no more.

But a heavenly sleep
That did suddenly steep

In balm my bosom’s pain,
Pervaded my soul,
And free from control,

Did mine intellect range again.

Methought enthron’d upon a silvery cloud,

Which floated ‘mid a strange and brilliant light;
My form upborne by viewless aether rode,

And spurn’'d the lessening realms of earthly night.
What heavenly notes burst on my ravish'd ears,

What beauteous spirits met my dazzled eye!
Hark! louder swells the music of the spheres,

More clear the forms of speechless bliss float by,
And heavenly gestures suit aethereal melody.

But fairer than the spirits of the air,

More graceful than the Sylph of symmetry,
Than the enthusiast’s fancied love more fair,

Were the bright forms that swept the azure sky.
Enthron’d in roseate light, a heavenly band

Strew’d flowers of bliss that never fade away;
They welcome virtue to its native land,

And songs of triumph greet the joyous day
When endless bliss the woes of fleeting life repay.

Congenial minds will seek their kindred soul,
E’en though the tide of time has roll'd between;
They mock weak matter’s impotent control,
And seek of endless life the eternal scene.
At death’s vain summortkis will never die,
In nature’s chaothis will not decay—
These are the bands which closely, warmly, tie
Thy soul, O Charlotte, ‘yond this chain of clay,

To him who thine must be till time shall fade away.

Yes Francis! thine was the dear knife that tore
A tyrant’s heart-strings from his guilty breast,
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Thine was the daring at a tyrant’s gore,
To smile in triumph, to contemn the rest;

And thine, lov'd glory of thy sex! to tear 55
From its base shrine a despot’s haughty soul,

To laugh at sorrow in secure despair,
To mock, with smiles, life’s lingering control,

And triumph ‘mid the griefs that round thy fate did roll.

Yes! the fierce spirits of the avenging deep 60
With endless tortures goad their guilty shades.
| see the lank and ghastly spectres sweep
Along the burning length of yon arcades;
And | see Satan stalk athwart the plain;
He hastes along the burning soil of hell. 65
"Welcome thou despots to my dark domain,
"With maddening joy mine anguish’d senses swell
"To welcome to their home the friends | love so well.”

Hark! to those notes, how sweet, how thrilling sweet

They echo to the sound of angels’ feet. 70
Oh haste to the bower where roses are spread,

For there is prepared thy nuptial bed.

Oh haste—hark! hark!—they’re gone.

* * * * *

CHORUS OF SPIRITS

STAY ye days of contentment and joy,

Whilst love every care is erasing, 75
Stay ye pleasures that never can cloy,

And ye spirits that can never cease pleasing.

And if any soft passion be near,
Which mortals, frail mortals, can know,

Let love shed on the bosom a tear, 80
And dissolve the chill ice-drop of woe.

70 angels’ ] angels810PF
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SYMPHONY.
FRANCIS.

“SOFT, my dearest angel stay,
"Oh! you suck my soul away;
"Suck on, suck on, I glow, | glow!
85 “Tides of maddening passion roll,
"And streams of rapture drown my soul.
"Now give me one more billing kiss,
"Let your lips now repeat the bliss,
"Endless kisses steal my breath,

90 “No life can equal such a death.”

CHARLOTTE.

"Oh! yes | will kiss thine eyes so fair,
"And | will clasp thy form;

"Serene is the breath of the balmy air,
"But | think, love, thou feelest me warm.

95 *“And I will recline on thy marble neck

"Till I mingle into thee.

"And | will kiss the rose on thy cheek,
"And thou shalt give kisses to me.

"For here is no morn to flout our delight,

100 “Oh! dost thou not joy at this?

"And here we may lye an endless night,

"A long, long night of bliss.”

Spirits! when raptures move,
Say what it is to love,
105 When passion’s tear stands on the cheek,
When bursts the unconscious sigh;
And the tremulous lips dare not speak
What is told by the soul-felt eye.
But wat is sweeter to revenge’s ear
110 Than the fell tyrant’s last expiring yell?
Yes! than love’s sweetest blisses 'tis more dear
To drink the floatings of a despot’s knell.

| wake—'tis done—'tis o’er. * *
* * * * *

* * * * *
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DESRAIR.

AnDp can’st thou mock mine agony, thus calm
In cloudless radiance, Queen of silver night?
Can you, ye flow'rets, spread your perfumed balm
'Mid pearly gems of dew that shine so bright?
And you wild winds, thus can you sleep so still 5
Whilst throbs the tempest of my breast so high?
Can the fierce night-fiends rest on yonder hill,
And, in the eternal mansions of the sky,
Can the directors of the storm in powerless silence lie?

Hark! | hear music on the zephyr's wing, 10
Louder it floats along the unruffled sky;
Some fairy sure has touch’d the viewless string—
Now faint in distant air the murmurs die,
Awhile it stills the tide of agony.
Now—now it loftier swells—again stern woe 15
Arises with the awakening melody.
Again fierce torments, such as demons know,
In bitterer, feller tide, on this torn bosom flow.

Arise ye sightless spirits of the storm,
Ye unseen minstrels of the aérial song, 20
Pour the fierce tide around this lonely form,
And roll the tempest’'s wildest swell along.
Dart the red lightning, wing the forked flash,
Pour from thy cloud-form’d hills the thunder’s roar;
Arouse the whirlwind—and let ocean dash 25
In fiercest tumult on the rocking shore,
Destroy this life or let earth’s fabric be no more.

Yes! every tie that links me here is dead;
Mysterious fate thy mandate | obey,

Since hope and peace, and joy, for aye are fled, 30
| come, terrific power, | come away.

Then o’er this ruin’d soul let spirits of hell,
In triumph, laughing wildly, mock its pain;

And though with direst pangs mine heart-strings swell,

Text collated witll810PFandc.1870PF.
22 tempest’s | tempesit810PFc.187PF
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I'll echo back their deadly yells again,
Cursing the power that ne're made aught in vain.

FRAGMENT.

YES! all is past—swift time has fled away,
Yet its swell pauses on my sickening mind,;
How long will horror nerve this frame of clay?
I'm dead, and lingers yet my soul behind.
Oh! powerful fate, revoke thy deadly spell,
And yet that may not ever, ever be,
Heaven will not smile upon the work of hell;
Ah! no, for heaven cannot smile on me;
Fate, envious fate, has seal’d my wayward destiny.

| sought the cold brink of the midnight surge,

| sigh’d beneath its wave to hide my woes,
The rising tempest sung a funeral dirge,

And on the blast a frightful yell arose.
Wild flew the meteors o’er the madden’d main,

Wilder did grief athwart my bosom glare;

Still'd was the unearthly howling, and a strain,
Swell'd ‘mid the tumult of the battling air,

"Twas like a spirit's song, but yet more soft and fair.

I met a maniac, like he was to me,
| said—"Poor victim wherefore dost thou roam?
"And canst thou not contend with agony,
"That thus at midnight thou dost quit thine home?”
"Ah there she sleeps: cold is her bloodless form,
"And | will go to slumber in her grave;
“And then our ghosts, whilst raves the madden’d storm,
"Will sweep at midnight o’er the wilder'd wave;
"Wilt thou our lowly beds with tears of pity lave?”

"Ah! no, | cannot shed the pitying tear,
"This breast is cold, this heart can feel no more;

Text collated witHL.810PFandc.187CPF.
22 home?” ] homeIB10PF
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“But | can rest me on thy chilling bier, 30

"Can shriek in horror to the tempest’s roar.”
* * * * *

THE SPECTRAL HORSEMAN.

WhHat was the shriek that struck fancy’s ear
As it sate on the ruins of time that is past?
Hark! it floats on the fitful blast of the wind,
And breathes to the pale moon a funeral sigh.
It is the Benshie’s moan on the storm, 5
Or a shivering fiend that thirsting for sin,
Seeks murder and guilt when virtue sleeps,
Wing’d with the power of some ruthless king,
And sweeps o’er the breast of the prostrate plain.
It was not a fiend from the regions of hell 10
That poured its low moan on the stillness of night;
It was not a ghost of the guilty dead,
Nor a yelling vampire reeking with gore;
But aye at the close of seven years’ end,
That voice is mixed with the swell of the storm 15
And aye at the close of seven years’ end,
A shapeless shadow that sleeps on the hill
Awakens and floats on the mist of the heath.
It is not the shade of a murdered man,
Who has rushed uncalled to the throne of his God, 20
And howls in the pause of the eddying storm.
This voice is low, cold, hollow, and chill,
'Tis not heard by the ear, but is felt in the soul.
"Tis more frightful far than the death-demon’s scream,
Or the laughter of fiends when they howl o’er the
corpse 25
Of a man who has sold his soul to hell.
It tells the approach of a mystic form,
A white courser bears the shadowy sprite;
More thin they are than the mists of the mountain,
When the clear moonlight sleeps on the waveless lake. 30

Text collated with810PFandc.187(PF. No variants occur between our Text and the
primary witnesses.
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More palehis cheek than the snows of Nithona

When winter rides on the northern blast,

And howls in the midst of the leafless wood.

Yet when the fierce swell of the tempest is raving,

And the whirlwinds howl in the caves of Inisfallen,

Still secure ‘mid the wildest war of the sky,

The phantom courser scours the waste,

And his rider howls in the thunder’s roar.

O’er him the fierce bolts of avenging heaven

Pause, as in fear, to strike his head.

The meteors of midnight recoil from his figure,

Yet the wildered peasant that oft passes by,

With wonder beholds the blue flash thro’ his form:

And his voice, though faint as the sighs of the dead,

The startled passenger shudders to hear,

More distinct than the thunder’s wildest roar.

Then does the dragon, who chain’d in the caverns

To eternity, curses the champion of Erin,

Moan and yell loud at the lone hour of midnight,

And twine his vast wreathes round the forms of the
demons;

Then in agony roll his death-swimming eye-balls,

Though wilder'd by death, yet never to die!

Then he shakes from his skeleton folds the nightmares,

Who, shrieking in agony, seek the couch

Of some fevered wretch who courts sleep in vain;

Then the tombless ghosts of the guilty dead

In horror pause on the fitful gale.

They float on the swell of the eddying tempest,

And scared seek the caves of gigantic **

Where their thin forms pour unearthly sounds

On the blast that sweeps the breast of the lake,

And mingles its swell with the moonlight air.

MELODY TO A SCENE OF FORMER TIMES.

Arr thou indeed for ever gone,
For ever, ever, lost to me?
Must this poor bosom beat alone,

Text collated witHL.810PFandc.1870PF.
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Or beat at all, if not for thee?
Ah! why was love to mortals given,
To lift them to the height of heaven,
Or dash them to the depths of hell?
Yet | do not reproach thee dear!
Ah! no, the agonies that swell
This panting breast, this frenzied brain

Might wake my ————'s slumb’ring tear.

Oh! heaven is witness | did love,
And heaven does know | love thee still,
Does know the fruitless sick’ning thrill,

When reason’s judgment vainly strove
To blot thee from my memory;

But which might never, never be.
Oh! | appeal to that blest day
When passion’s wildest ecstacy
Was coldness to the joys | knew,
When every sorrow sunk away.
Oh! | had never liv'd before,

But now those blisses are no more.

And now | cease to live again,

I do not blame thee love; ah no!

The breast that feels this anguish’d woe
Throbs for thy happiness alone.

Two years of speechless bliss are gone,
| thank thee dearest for the dream.

"Tis night—what faint and distant scream
Comes on the wild and fitful blast?

It moans for pleasures that are past,

It moans for days that are gone by.

Oh! lagging hours how slow you fly!

| see a dark and lengthen’d vale,
The black view closes with the tomb;
But darker is the lowering gloom

That shades the intervening dale.

In visioned slumber for awhile
| seem again to share thy smile,
| seem to hang upon thy tone.

Again you say, “confide in me,

"For | am thine, and thine alone,
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“And thine must ever, ever be.”

45 But oh! awak’ning still anew,
Athwart my enanguish’d senses flew
A fiercer, deadlier agony!

FINIS.

MUNDAY , PRINTER OXFORD.
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Title page ofSt. Irvyne; or, The Rosicrucigi811). With kind permission of
The Huntington Library.
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POEMS FROM
St. Irvyne; or, The Rosicrucian: A Romance

The six poems below appeared scattered through PBS’s second Gothic
romance (hereaft&t.Irv), which was printed in December 1810 by Samuel
Gosnell and published with the date 1811 by John Joseph Stockdale in Lon-
don. In 1822, the book was reissued by Stockdale with a new title page and
label dated 1822 (H. B. Formahhe Shelley Library1886], 14-15). For
Commentary, including the context of each poem within PBS’s Gothic ro-
mance in prose and the relationships of the tex@s. bt with PBS’s other
versions of some of them, see pages 261-79; for the Historical Collations of
these texts, see pages 387—401.
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“T was dead of the night, when | sat in my dwelling”
T was dead of the night, when | sat in my dwelling;

One glimmering lamp was expiring and low;
Around, the dark tide of the tempest was swelling,
Along the wild mountains night-ravens were yelling,—

They bodingly presag’d destruction and woe. 5

T was then that | started!'—the wild storm was howling,
Nought was seen, save the lightning, which danc'd in the sky;
Above me, the crash of the thunder was rolling,
And low, chilling murmurs, the blast wafted by.

My heart sank within me—unheeded the war 10
Of the battling clouds, on the mountain-tops, broke;—
Unheeded the thunder-peal crash’d in mine ear—
This heart, hard as iron, is stranger to fear;
But conscience in low, noiseless whispering spoke.

T was then that her form on the whirlwind upholding, 15
The ghost of the murder’d Victoria strode;

Text collated witli811(St.Irv) and1810 (V&C). Unlike the other poems 1811,
opening and closing quotation marks surround this poem. These are a feature of the novel,
not the poem, and are omitted from our Text.

Title. none] FRAGMENT ,orTHETRIUMPH 10 me—unheeded]

OF CONSCIENCEL1 810 me, unheedeiB10

1 ‘Twas]'Twasl810 war]jarl810
night, ] nighi810 11 clouds, ] clouds310
sat]satdé810 mountain-tops, ] mountain toft§10
dwelling; ] dwelling,1810 broke;—]broke1810

2 low;]low,—1810 12 crash’d ] crashdd10

3 Around, ] Around810 ear—] earl810

4 yelling,—]yelling,1810 13 heart, ] heaft810

5 presag'd] presagé810 iron, ]iron1810
woe. ]woe!1810 is]wasl810

6 ‘Twas]'Twasl810 fear; ] fear,1810
started!—the ] started, ti810 14 low, ]low1810

7 lightning, whichdanc'dinthesky;] 15 ‘Twas]'Twasl810
lightning that danced on the sky, upholding, ] uprearing.810
1810 16 The ghost] The dark ghdst10

8 me,]me810 murder'd ] murdered810

9 murmurs, ] murmurs810 strode; ] strodel 810
by.]by.—1810
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In her right hand, a shadowy shroud she was holding,
She swiftly advanc’d to my lonesome abode.

| wildly then call'd on the tempest to bear me

“Ghosts of the dead! have | not heard your yelling”

Ghosts of the dead! have | not heard your yelling
Rise on the night-rolling breath of the blast,

When o’er the dark ether the tempest is swelling,
And on eddying whirlwind the thunder-peal past?

5 For oft have | stood on the dark height of Jura,
Which frowns on the valley that opens beneath;
Oft have | brav'd the chill night-tempest’s fury,
Whilst around me, | thought, echo’d murmurs of death.

And now, whilst the winds of the mountain are howling,
10 O father! thy voice seems to strike on mine ear;
In air whilst the tide of the night-storm is rolling,
It breaks on the pause of the elements’ jar.

On the wing of the whirlwind which roars o’er the mountain
Perhaps rides the ghost of my sire who is dead,
15 On the mist of the tempest which hangs o’er the fountain,
Whilst a wreath of dark vapour encircles his head.

17 In her] Herl810
hand, ] hand 810
shadowy . . . holding, ] blood reeking
dagger was bearind810
18 advanc’d ] advancelB10
abode. ] abode.-4810
19 call’d ] calledl810
me—
me!**************** 1810
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BALLAD.

l.
The death-bell beats!—
The mountain repeats
The echoing sound of the knell;
And the dark monk now
Wraps the cowl round his brow,
As he sits in his lonely cell.

1.

And the cold hand of death

Chills his shuddering breath,
As he lists to the fearful lay

Which the ghosts of the sky,

As they sweep wildly by,
Sing to departed day.

And they sing of the hour

When the stern fates had power
To resolve Rosa’s form to its clay.

.
But that hour is past;
And that hour was the last
Of peace to the dark monk’s brain.
Bitter tears, from his eyes, gush’d silent and fast;
And he strove to suppress them in vain.

IV.
Then his fair cross of gold he dash’d on the floor,
When the death-knell struck on his ear.
Delight is in store
For her evermore;
But for me is fate, horror, and fear.

V.
Then his eyes wildly roll'd,
When the death-bell toll'd,
And he rag’'d in terrific woe.
And he stamp’d on the ground,—
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Text collated witli811.
No variants occur between our Text dr@d 1.
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30 But when ceas’d the sound,
Tears again began to flow.

VI.
And the ice of despair
Chill'd the wild throb of care,
And he sate in mute agony still;
35 Till the night-stars shone through the cloudless air,
And the pale moon-beam slept on the hill.

VII.
Then he knelt in his cell:—
And the horrors of hell
Were delights to his agoniz'd pain.
40 And he pray’d to God to dissolve the spell,
Which else must for ever remain.

VIII.
And in fervent pray’r he knelt on the ground,
Till the abbey bell struck One:
His feverish blood ran chill at the sound:
45 A voice hollow and horrible murmur'd around—
“The term of thy penance is done!”

IX.
Grew dark the night;
The moon-beam bright
Wax'd faint on the mountain high;
50 And, from the black hill,
Went a voice cold and still,—
"Monk! thou art free to die.”

X.
Then he rose on his feet,
And his heart loud did beat,
55 And his limbs they were palsied with dread;
Whilst the grave’s clammy dew
O’er his pale forehead grew;
And he shudder’d to sleep with the dead.

XI.
And the wild midnight storm
60 Rav'd around his tall form,
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As he sought the chapel’s gloom:
And the sunk grass did sigh
To the wind, bleak and high,
As he search’d for the new-made tomb.

XII.
And forms, dark and high, 65
Seem’d around him to fly,
And mingle their yells with the blast:
And on the dark wall
Half-seen shadows did fall,
As enhorror’'d he onward pass’'d. 70

XIIl.
And the storm-fiend’s wild rave
O’er the new-made grave,
And dread shadows, linger around.
The Monk call'd on God his soul to save,
And, in horror, sank on the ground. 75

XIV.
Then despair nerv'd his arm
To dispel the charm,
And he burst Rosa’s coffin asunder.
And the fierce storm did swell
More terrific and fell, 80
And louder peal'd the thunder.

XV.
And laugh’d, in joy, the fiendish throng,
Mix'd with ghosts of the mouldering dead:
And their grisly wings, as they floated along,
Whistled in murmurs dread. 85

XVI.
And her skeleton form the dead Nun rear'd,
Which dripp’d with the chill dew of hell.
In her half-eaten eyeballs two pale flames appear'd,
And triumphant their gleam on the dark Monk glard,
As he stood within the cell. 90
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XVII.
And her lank hand lay on his shuddering brain;
But each power was nerv'd by fear.—
"I never, henceforth, may breathe again;
Death now ends mine anguish’d pain.—
95 The grave yawns,—we meet there.”

XVIII.
And her skeleton lungs did utter the sound,
So deadly, so lone, and so fell,
That in long vibrations shudder'd the ground;
And as the stern notes floated around,
100 A deep groan was answer’d from hell.

SONG.

How swiftly through heaven'’s wide expanse
Bright day’s resplendent colours fade!

How sweetly does the moonbeam’s glance
With silver tint St. Irvyne’s glade!

5 No cloud along the spangled air,
Is borne upon the evening breeze;
How solemn is the scene! how fair
The moonbeams rest upon the trees!

Yon dark gray turret glimmers white,
10 Upon it sits the mournful owl;
Along the stillness of the night,
Her melancholy shriekings roll.

Text collated witli811and MS PMgn (an earlier version of the poem in a letter from PBS
to E. F. Graham, 22 April 1810, which contains only some of the stanzas fdtrio/jn
Title. SONG. JomittedPMgn

1 heaven’'s]Heaven's PMgn 7 scenel]scene, PMgn

2 colours]colors PMgn 8 moonbeams]moonbeam’s PMgn
fade!]fade PMgn trees!]treesPMgn

4 tint] teint PMgn 9 glimmers]glimmer’s PMgn
St.] St PMgn white, ] white PMgn
glade!] glade PMgn 10 owl; ] owl PMgn

5 air,]airPMgn 11 night,]nightPMgn

6 breeze;]breeze, PMgn 12 roll.Jroll PMgn

stanza breal page breakPMgn
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But not alone on Irvyne’s tower,
The silver moonbeam pours her ray;

It gleams upon the ivied bower, 15
It dances in the cascade’s spray.

“Ah! why do dark’ning shades conceal
The hour, when man must cease to be?
Why may not human minds unveil
The dim mists of futurity? 20

“The keenness of the world hath torn
The heart which opens to its blast;

Despis'd, neglected, and forlorn,
Sinks the wretch in death at last.”

SONG.

How stern are the woes of the desolate mourner,
As he bends in still grief o’er the hallowed bier,
As enanguish’d he turns from the laugh of the scorner,
And drops, to perfection’s remembrance, a tear;
When floods of despair down his pale cheek are streaming, 5
When no blissful hope on his bosom is beaming,

13 tower, ] tower PMgn containsfive additional stanzas. See
14 silver moonbeam pours her ray; ] the Historical Collationsto this poem.

moonbeam pours it’s silver ray; 17 “Ah!JAhPMgn

PMgn dark’ning ] darkning PMgn
15 gleams]gleam’s PMgn line 37PMgn

bower, ]bower PMgn 18 hour,]hourPMgn

16 spray.]spray PMgn 20 dim mists ] dark shade PMgn
16-17Betweenlines 16 and I”FMgn stanza breakpoem ends hef@Mgn

Text collated witli811land MS Bod (PBS to Graham, 14 Sept. 1810).
Title. SONG. pmittedBod

Stanza markenone] 1 Bod perfection’s ] Perfection’s Bod
1 mourner, ] mourner Bod remembrance, ] remembrance Bod
2 o’'er]oerBod tear; ] tear Bod
bier, ] bier Bod 5 streaming, ] streaming Bod
3 enanguish’d]enanguished Bod 6 on]oerBod
scorner, ] scorner Bod beaming, ] beaming Bod

4 drops, ] drops Bod
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Or, if lull'd for a while, soon he starts from his dreaming,
And finds torn the soft ties to affection so dear.

Ah! when shall day dawn on the night of the grave,
10 Or summer succeed to the winter of death?
Rest awhile, hapless victim, and Heaven will save
The spirit, that faded away with the breath.
Eternity points in its amaranth bower,
Where no clouds of fate o’er the sweet prospect lower,
15 Unspeakable pleasure, of goodness the dower,
When woe fades away like the mist of the heath.

SONG.

Ah! faint are her limbs, and her footstep is weary,
Yet far must the desolate wanderer roam;

Though the tempest is stern, and the mountain is dreary,
She must quit at deep midnight her pitiless home.

5 | see her swift foot dash the dew from the whortle,

As she rapidly hastes to the green grove of myrtle;

And | hear, as she wraps round her figure the kirtle,
"Stay thy boat on the lake,—dearest Henry, | come.”

High swell'd in her bosom the throb of affection,
10 As lightly her form bounded over the lea,
And arose in her mind every dear recollection:
"I come, dearest Henry, and wait but for thee.”

7 Or,]OrBod
lul'd ] lulled Bod
while, ]time, Bod
dreaming, ] dreaming Bod
8 dear.]dear Bod
Stanza markenone] 2 Bod
9 Ah!]Oh!Bod
grave, ] grave Bod
10 death?]Death Bod
11 awhile, ] awhile Bod
victim, ] victim Bod
12 spirit, ] spirit Bod
breath. ] breath Bod
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14 o’er]oe’r Bod
lower, ] textmissing Bod
15 pleasure, ] pleasure Bod
dower, ] dower Bod
16 When]Where Bod
of Jon Bod
heath. ] heath Bod

Text collated witi811.
No variants occur between our Text 48t



How sad, when dear hope every sorrow is soothing,

When sympathy’s swell the soft bosom is moving,

And the mind the mild joys of affection is proving, 15
Is the stern voice of fate that bids happiness flee!

1.

Oh! dark lower'd the clouds on that horrible eve,

And the moon dimly gleam’d through the tempested air;
Oh! how could fond visions such softness deceive?

Oh! how could false hope rend a bosom so fair? 20
Thy love’s pallid corse the wild surges are laving,
O’er his form the fierce swell of the tempest is raving;
But, fear not, parting spirit; thy goodness is saving,

In eternity’s bowers, a seat for thee there.
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The Devil's Walk(1812). With kind permission of the Public Record Office Image
Library, London. The original sheet is 18 1/16 x 14 7/8 inches.
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THE DEVIL'S WALK,
A Ballad

PBS sent an early draft ®he Devil's Walk(DW) in a mid-January 1812
letter to Elizabeth Hitchener. Although this draft was far from a finished
poem, PBS by August 1812 had prepared for distribution a fully developed
satire of thirty stanzas and had it printed as a broadsheet (arranged in thre
columns of ten stanzas apiece) entifléee Devil's Walk, A BalladThis

poem, printed in Barnstaple—perhaps by PBS himself—treats several top-
ics that are absent from his draft in the January letter, some of more recen
date.

The sole textual authority for the broadside version\Wf remains the
single extant copy in the Public Record Office (PRO), London (H.O. 42/
127, f. 426), which serves as our copy-t&&1(2. Following the text of
the broadside, we provide as a supplement the text of the letter version,
transcribed diplomatically from the MS in the BL (Add. MS 37,496, f. 80).
Below the critical text of the broadside, we record its variants ¥8a?.

We collate historically important editions of the broadside on pages 403-7,
and historically important editions of the draft on pages 407-10. Commen-
tary for both versions can be found on pages 281-93.
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THE DEVIL'S WALK,

A BALLAD .

ONCE, early in the morning,
Beelzebub arose,

With care his sweet person adorning,
He put on his Sunday clothes.

He drew on a boot to hide h
He drew on a glove to hid

is hoof,
e his claw,

His horns were concealed by Bras Chapeau,

And the Devil went forth as
As Bond-street ever saw.

natty a Beau,

He sate him down, in London town,
Before earth’s morning ray,

With a favourite imp he began to chat,

On religion, and scandal, this and that,

Until the dawn of day.

And then to St. James’s court he went,
And St. Paul's Church he took in his way,
He was mighty thick with every Saint,
Tho’ they were formal and he was gay.

The Devil was an agriculturist,
And as bad weeds quickly grow,
In looking over his farm, | wist
He wouldn’t find cause for woe.

He peeped in each hole, to
His promising live stock to

each chamber stole,
view;

Grinning applause, he just shewed them his claws,
And they shrunk with affright from his ugly sight,
Whose works they delighted to do.

Text collated witli812.
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Title in gothic type; both lines of title centered. Beneath title is elaborate swell rule. Textis

divided into three column$812(See page 119.)
11 ray, ] rayi812

22 wouldn’t ] would'nt1812

24 view; ] view,1812
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Satan poked his red nose into crannies so small,
One would think that the innocents fair,

Poor lambkins! were just doing nothing at all,

But settling some dress or arranging some ball,
But the Devil saw deeper there.

A Priest, at whose elbow the Devil during prayer,
Sate familiarly, side by side,
Declared, that if the tempter were there,
His presence he would not abide;
Ah! Ah! thought Old Nick, that's a very stale trick,
For without the Devil, O! favourite of evil,
In your carriage you would not ride.

Satan next saw a brainless King,
Whose house was as hot as his own,
Many imps in attendance were there on the wing,
They flapped the pennon and twisted the sting,
Close by the very Throne.

Ah, ha! thought Satan, the pasture is good,

My Cattle will here thrive better than others,
They dine on news of human blood,
They sup on the groans of the dying and dead,
And supperless never will go to bed;

Which will make them as fat as their brothers.

Fat as the fiends that feed on blood,
Fresh and warm from the fields of Spain,
Where ruin ploughs her gory way,
When the shoots of earth are nipped in the bud,
Where Hell is the Victor's prey,
Its glory the meed of the slain.

Fat—as the death birds on Erin’s shore,
That glutted themselves in her dearest gore,
And flitted round Castlereagh,

37 Ah! Ah!]Ah!Ah! 1812
41 as]al812
50 their]thein812
end column one; begin column tagl2
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When they snatched the Patriot’s heart, thagrasp 60
Had torn from its widow’s maniac clasp,
And fled at the dawn of day.

Fat—as the reptiles of the tomb,
That riot in corruption’s spoll,

That fret their little hour in gloom, 65
And creep, and live the while.

Fat as that Prince’s maudlin brain,
Which addled by some gilded toy,
Tired, gives his sweetmeat, and again
Cries for it, like a humoured boy. 70

For he is fat, his waistcoat gay,
When strained upon a levee day,
Scarce meets across his princely paunch,
And pantaloons are like half moons,
Upon each brawny haunch. 75

How vast his stock of calfl when plenty
Had filled his empty head and heart,
Enough to satiate foplings twenty,
Could make his pantaloon seams start.

The Devil, (who sometimes is called nature,) 80
For men of power provides thus well,

Whilst every change, and every feature,
Their great original can tell.

Satan saw a lawyer, a viper slay,

That crawled up the leg of his table, 85
It reminded him most marvellously,

Of the story of Cain and Abel.

The wealthy yeoman, as he wanders,
His fertile fields among,

And on his thriving cattle ponders, 90
Counts his sure gains, and hums a song;

61 clasp, ] clapsl812
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Thus did the Devil, thro’ earth walking,
Hum low a hellish song.

For they thrive well, whose garb of gore,
Is Satan’s choicest livery,

And they thrive well, who from the poor,
Have snatched the bread of penury,

And heap the houseless wanderer’s store,
On the rank pile of luxury.

The Bishops thrive, tho’ they are big,
The Lawyers thrive, tho’ they are thin;
For every gown, and every wig,
Hides the safe thrift of Hell within.

Thus pigs were never counted clean,
Altho’ they dine on finest corn;

And cormorants are sin-like lean,
Altho’ they eat from night to morn.

Oh! why is the Father of Hell in such glee,
As he grins from ear to ear?
Why does he doff his clothes joyfully,
As he skips, and prances, and flaps his wing,
As he sidles, leers, and twirls his sting,
And dares, as he is, to appear?

A Statesman pass’d—alone to him,

The Devil dare his whole shape uncover,
To show each feature, every limb,

Secure of an unchanging lover.

At this known sign, a welcome sight,

The watchful demons sought their King,
And every fiend of thy Stygian night,

Was in an instant on the wing.

Pale Loyalty, his guilt steeled brow,
With wreaths of gory laurel crowned:

99 end column two; begin column thr&gl2
106 are ] arel812
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The hell-hounds, Murder, Want and Woe,

For ever hungering flocked around,; 125
From Spain had Satan sought their food,
"Twas human woe and human blood!

Hark, the earthquake’s crash | hear,
Kings turn pale, and Conquerors start,

Ruffians tremble in their fear, 130
For their Satan doth depart.

This day fiends give to revelry,
To celebrate their King's return,
And with delight its sire to see,
Hell's adamantine limits burn. 135

But were the Devil’s sight as keen,
As Reason’s penetrating eye,

His sulphurous Majesty | ween,
Would find but little cause for joy.

For the sons of Reason see, 140
That ere fate consume the Pole,

The false Tyrant’s cheek shall be,
Bloodless as his coward soul.

128 Hark, ] HarkL812
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SUPPLEMENT
Letter Version ofThe Devil's Walk

This is a literal transcription of the text in BL Add. MS. 37,496, f. 80 verso,
except that letters partially worn away by damage to, or repair of, the paper
have been included as if whole and the line indentations that PBS seems t¢
have intended have been accentuated.

[FIRST coLumn]

The Devil went out a walking one day
Being tired of staying in Hell
He dressed himself in his Sunday array
And the reason that he was drest so gay
5 Was to cunningly pry, whether under the sky
The affairs of earth went well
He poked his hot nose into corners so small
One W. think that the innocents there
Poor creatures were just doing nothing at all
10 But settling some dress or arranging some ball
—The Devil saw deeper there
He peeped in each hole, to each chamber stole
His promising live-stock to view
Grinning applause, he just shews his claws
15And Satan laughed in the mirth of his soul
That they started with fright, from_higly sight
Whose works they delighted to do
A Parson with whom in the house of prayer
The devil sate side by side
20 Bawled out that if the devil were
His presence he couldnt abide,
Ha ha thought old Nick, thats a very stale trick
For without the Devil, 6 favorite of evil
In thy carriage thou wouldst not ride
25 He saw the Devil a viper slay
Under his brief-covered table

Text collated with MS BL anMYR/VIII. 26 his ] this/hishis” superimposed on
14 Grinning] ReceivinyYRVIII "this"MYR VIl
16 they].theyunderline stricken

through)MYRMVIII
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It reminded the Devil marvellously
Of the story of Cain and Abel

[sECOND coLumn]

Satan next saw a Brainless King
In a house as hot as his own 30
Many imps he saw near there on the wi[ng]
They flapped the black pennon and twiste[d]
the sting
Close to the very throne
Ah! Ah cried Satan the pasture is go[od]
My cattle will hee thrive better than oth[ers] 35
They will have for their food, news of
humans blood
They will drink the groans of the dying
& dead
And supperless never will go to bed
weh, will make 'em as fat as their
brothers.
The Devil was walking in the Park 40
Dressed like a bond Street beau
For-atho his visage was rather dark
And his mouth was wide his chin came
out
And something like Castlereagh was his
snout
He might be calld so, so . . 45
Why does the Devil grin so wide
& shew the hore teeth within
Nine and ninety on each side
By the clearest reckoning—

31 wi[ng] JwingMYRNVIII 39 brothers.] brotherMYRVIII
32 twiste[d] ] twirle<d>MYR/VIII Wch.]WchMYRMII

34 go[od] ] goodMYRMIII 45 so..] soMYRVIII

35 hee]hereMYRVIII 47 hore] lrorMYRVIII

oth[ers] ] other<sMYRNVIII
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Text of “Oh wretched mortal, hard thy fatetritten in a notebook belonging to
Thomas Jefferson Hogg while a student at Oxford. With kind permission of
The Carl H. Pforzheimer Collection of Shelley and His Circle, The New York

Public Library, Astor, Lenox and Tilden Foundations.
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Ten Early Poems (1809-1814)

The following ten short poems HlBS—some of which may be ex-
cerpts from poems otherwise lost—were written and released between
1809 or early 1810 and March 1814 but were never later revised for
publication. They are drawn from manuscripts—letters, notebooks, and
a copy by his sister—that preserve the scattered survivors of a larger
body of poetry tha® B Sundoubtedly wrote and either handed or mailed
to members of his circle before his elopement with Mary W. Godwin
(MWS) on 27 July 1814 BScollected and revised a number of such
poems, which he copied infbhe Esdaile Notebook (Esd)etween
1812 and 1814, and in Volume II@PPBSthe privately released texts

of those poems will be discussed and collated with the revised texts in
Esd. The ten poems below, however, are ones BE either lost
track of by 1812, did not choose to include in B®d collection, or
composed after he had abandoesd.

As usual, we collate the primary textual authorities for each poem at
the bottom of the pages upon which the relevant text appears; in the
Commentary (pages 295-329) we discuss the significance of each poen
or fragment folP B Ss life, thought, and poetic development, provide fac-
tual annotation and information on the approximate date and the occasion
of its composition, trace the provenance of its primary textual authorities
and its textual history, and outline our editorial procedures with regard to
it. Variants between our Texts and other significant editions appear on
pages 411-28, among the Historical Collations. The poems are arrangec
in the order of their original private release, insofar as we can establish
that sequence.

“A Cat in distress”

“How swiftly through Heaven'’s wide expanse”

“Oh wretched mortal, hard thy fate!”

To Mary who died in this opinion

“Why is it said thou canst but live”

“As you will see | wrote to you” (1st letter to E. F. Graham)

“Dear dear dear dear dear dear Greeme! (2nd letter to E. F. Graham)
“Sweet star! which gleaming oer the darksome scene”

“Bear witness Erin! when thine injured isle”

10 “Thy dewy looks sink in my breast”
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“A Cat in distress”

1.
A Cat in distress
Nothing more or less,
Good folks | must faithfully tell ye,
As | am a sinner
It wants for some dinner
To stuff out its own little belly.

2.
You migh’nt easily guess
All the modes of distress
Which torture the tenants of earth,
And the various evils
Which like many devils
Attend the poor dogs from their birth:

3.
Some a living require
And others desire
An old fellow out of the way,
And which is the best
| leave to be guessed
For | cannot pretend to say.

4,
One wants society
T'other variety
Others a tranquil life;
Some want food
Others as good
Only require a wife.

10

15

20

Text collated wittMS Pfz andSCIV.
Stanza marker. IomittedPfz SC/IV
2 less, ] lesBfz SCIV
3 ye,]yePfzSaIV
6 Dbelly. ] bellyPiz SCIV
Stanza marker. 2.]
2 ——PfzSCIV
9 earth, ] eartRfiz SCIV
12 birth: ] birthPfz SC/IV

Stanza marker. 3.]

3 ——PfzSCIV
15 way, | wayfz SCIV
18 say. ] saPfzSdIV
Stanza marker. 4. |z SCIV
20 T’other] TothePfzSCIV
21 life; ] lifePfiz SCIV
24 wife. ] wifePfz SC/IV
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10

15

5.
But this poor little Cat
Only wanted a rat
To stuff out its own little maw,
And ‘twere as good
Had some people such food
To make them hold their jaw.

“How swiftly through Heaven'’s wide expanse”

How swiftly through Heaven’'s wide expanse
Bright day’s resplendent colors fade,

How sweetly does the moonbeam’s glance
With silver teint St. Irvyne’s glade.

No cloud along the spangled air

Is borne upon the evening breeze,
How solemn is the scene, how fair

The moonbeams rest upon the trees.

Yon dark grey turret glimmers white,
Upon it sits the mournful owl;
Along the stillness of the night
Her melancholy shriekings roll.

But not alone on Irvyne’s tower
The moonbeam pours its silver ray;
It gleams upon the ivied bower,

It dances in the cascade’s spray.

Stanza marker. 5. ]
5 ——Pfz SC/IV
27 maw, ] mawPfz SC/IV
28 ‘twere ] tweréfz
t'were SC/IV
30 jaw. ] jawPfz SC/IV

Text collated wittMS PMgn.

2 fade, ] fad®Mgn
4 St.] SPMgn
glade.] glade®Mgn
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14
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moonbeams ] moonbeanPlign
trees. ] treeBMgn

glimmers ] glimmer'®Mgn
white, ] whitePMgn

owl; ] owlPMgn

roll. ] rollPMgn

its ] it'sPMgn

gleams ] gleamBMgn

bower, ] bowePMgn

spray. ] spraPMgn



For there a

youth with darken’d brow

His long lost love is heard to mourn:
He vents his swelling bosom’s woe—

“Ah! when will hours like those return?

O’er this torn soul, o’er this frail form

Let feast

the fiends of tortured love—

Let lower dire fate’s terrific storm,
| would the pangs of death to prove.

Ah! why do prating priests suppose,
That God can give the wretch relief,

Can stop the bosom’s bursting woes
Or calm the tide of frantic grief?

Within me burns a raging Hell;

Fate | defy thy farther power,

Fate | defy
And long

thy fiercer spell
for stern death’s welcome hour.

No power of Earth, of Hell or Heaven,
Can still the tumult of my brain:

The power

to none save —— s given

To calm my bosom’s frantic pain.

Ah why do

darkning shades conceal

The hour when man must cease to be?
Why may not human minds unveil

The dark shade of futurity?”

17 darken’d ] dark’neBMgn

18 mourn: ] mourPMgn

19 bosom’s ] bosoniavign

20 return? ] returRMgn

22 love—] lovePMgn

24 prove. ] prove[.PMgn
stem

28 calm] stit PMgn

grief? ] griefPMgn

29 Hell; ] HellPMgn

30 power, ] powePMgn

34 brain: ] braifMgn

36 calm ] calniPMgn

40 futurity?” ] futurity?PMgn
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“Oh wretched mortal, hard thy fate!”

Oh wretched mortal, hard thy fate!
Stern misery frowns on every state

To thee assigned—— Who can express
The varying forms of thy distress?

Ah say, what is adversity

If sorrow be prosperity—

Say, cynic, what can glory be,

If high renown be infamy?

Who can be free if liberty

Be aye the basest slavery?

What tongue the infernal woes can tell,
What mind conceive if heaven be hell?
Sure, wretched mortal! hard thy fate—
Keen misery is thy happiest state.

The sentence hear whislisdomgave:
“The lover is the vilest slave.”

To Mary who died in this opinion

Maiden, quench the glare of sorrow
Struggling in thine haggard eye:

Firmness dare to borrow
From the wreck of destiny;

For the ray morn’s bloom revealing
Can never boast so bright an hue

Text collated wittMS Pfz.

1

~N o O b

8

10
11
12
13

mortal, ] mortaPfz
fate! ] fatePfz
distress? ] distre§%$z
say, ] sayfz
prosperity— ] prosperityfz
Say, ] Sapfz

cynic, ] cynidPfz

be, ] bePfz

infamy? ] infamy[.Pfz
slavery? ] slaveryfz
tell, ] tellPfz

hell? ] helPfz

Sure, ] Surkfz
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mortal! ] mortalPfz
fate— ] fatePfz

14 state. ] statefz

15 which ] wchPfz
wisdom] wisdomPfz
gave: ] gaveiz

16 slave.”] slave"Pfz
single rule addeBfz

Text collated wittMS BL andMYR /VIII.
2 eye:]ey®@LMYR/MVIII

4 destiny; ] destinBL MYR /VIII

5 morn’'s ] morn8L MYR/VIII



As that which mocks concealing
And sheds its loveliest light on you.

2
Yet is the tie departed
Which bound thy lovely soul to bliss: 10
Has it left thee broken hearted
In a world so cold as this?
Yet tho fainting, fair one
(Sorrow’s self thy cup has given),
Dream thou’lt meet thy dear one 15
Never more to part in Heaven.

3

Existence would | barter

For a dream so dear as thine,
And smile to die a martyr

On affection’s bloodless shrine: 20
Nor would | clangefor pleasure

That withered hand and ashy cheek
If my heart enshrined a treasure

[Such as] forces thine to break.

"Why is it said thou canst but Iive
Why is it said thou canst but live

In a youthful breast and fair:
Since thou eternal life canst give,

8 you.]yowBL MYRVIII 21 would ] w'. BL
10 bliss: ] blisBLMYRVIII vi. MYRVII
12 In]<I>nBL MYRVIII 23 enshrined]
this? ] thiBLMYRVIII enshinedL MYRVIII
13 fainting, ] faintingBL MYR/VIII 24 [Such as]dmitted BLMYRMVIII
14 (Sorrow’s...given),] Sorrows. .. break. ] breakBL MYR/VIII
givenBL MYRVIII
16 Heaven.]HeaveBL MYRMVIII Text collated wittMS Pfz andSC/II.
17 would ] w. BL 2 and]& PfzScll
wdMYRVII fair: ] fair PfzSCII
18 thine, ] thin/BLMYRVIII 3 give,]give Pfz gagiveSCIl
20 affection’s]
affectionsBLMYRNVIII

shrine: ] shin@L MYRVIII
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Canst bloom forever there,
5 Since withering pain no power possesses
Nor Age to blanch thy vermeil hue,
Since time’s dread victor death confesses
Tho bathed with his poison dew,
Still thou retainst unchanging bloom
10 Fixed tranquil even in the tomb.—
And oh! when on the blest reviving
The day star dawns of love,
Each energy of soul surviving
More vivid soars above.——
15 Hast thou ne’er felt a rapturous thrill
Like June’s warm breath athwart thee fly
Oer each idea then to steal
When other passions die—
Felt it in some wild noonday dream
20 When sitting by the lonely stream
Where Silence says mine is the dell,
And not a murmur from the plain
And not an echo from the fell
Disputes her silent reign?

“As you will see | wrote to ybu
[To EFG #1]

As you will see | wrote to you
As is most fitting, right and due
With Killjoy's frank, old Killjoy he
Is eaten up with Jealousy,
5 His brows so dark, his ears so blue!
And all this fury is for you.
Yes Graham, thine is sure the name

4 there, ] therePfiz SCII 23 thefell]the [? ] felBTII
possesses 24 reign?]reignPiz SCII
5 possesses ]Il Text collated wittMS Berg andMYR/VIIL.
6 hue,]huePfzSCll 2 fitting, ] fitting Berg MYR/VIII
8 dew,]dewPfzSCIl and] & BergMYRVIII
12 love, ] love Pz SCI 4 Jealousy, ]
14 above.——] JealousyBergMYRVIII
above ——Pfz ST 5 dark,]darkBergMYRVIII
18 When WhenSdl 6 you.]youBergMYRVIII

die—]die PizSCIl
21 dell, ] dell PfzS I
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On Spanish fields so dear to fame

Which sickening Killjoy scarce can hear

Without a mingled pang of fear. 10
Fear, hatred cowards always have

But Gratitude usurps the brave

And therefore Graham | will tell

You if you don't as yet know well

Before | tell this tale to you 15
That Killjoy, hot with envy blue,

Can neither bear Greeme me or you.

A good man bears his heaven about him,

An idiot's pride won’'t move without him,

And pride may justly be called Hell, 20
Since "twas from Pride that Satan fell,

From pride the mighty conquerors strode

Oer half the globe, from pride the abode

Of Peace, becomes the poisoned cell

Where the fiends of Hatred dwell: 25
Suspicion always tracks its way,

Around the wretch what horrors play

And on his poisoned vitals prey.

Hence you my Fargy when we know

That you are never used to go 30
In courtship to the ancient dames

Who reverence claim instead of flames,

Since but once in an age is seen

Of forty eight a peerless queen

Like Ninon famed, that girl of France 35
Who at ninety two could dance

With such a grace as did impart

Improper flames to Grandson’s heatrt,

10 fear.]fearBergMYRVIII Hell,1Hell BergMYRVIII
11 Fear, ] FearBerg 21 'twas]twasBergMYRVIII
FeaMYRVIII Satan ] SatiarBerg

14 don’t] dont BergMYR/VIII 25 dwell: ] dwell BergMYRVIII

16 Killjoy, ] Killjoy BergMYRVIII 26 Suspicion] SupiciorBerg
blue, ] blue BergMYR/VIII its] it's BergMYR/VIllway, ]

17 you.]youBergMYRVIII way BergMYRVIII

18 him, ] him BergMYRVIII 31 courtship] courtsiBergMYR/\VIII

19 idiot's ] idiots BergMYR/VIII 32 flames, | flamesBergMYRVIII
won’'t]wont BergMYRVIII 38 heart, | heartBergMYR/VIII
him, 1 him BergMYRVIII

20 justly be]

be justly be BergMYR/VIII
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We fairly may acquit your soul

(Tho your life’s pulses fiercely roll)

Of having let one wild wish glow

Of cornuting old Killjoy’s brow;

Heaven knows ‘twere a corageous horn
That would this frowning brow adorn:
Oh! not the fiercest antler dare

To stretch its fell luxuriance there.

Safe mayst thou sin altho’ there’s none
Of what is called temptation

And | should think ‘twere no mistake

To say you sinned for sinning sake.

Yet as this place no news affords

But secret damns and glossy words
Before your face, | bid adieu

And wish my Graeme, good night to you.]

P.S.
The wind is high and | have been
With little Jack upon the green,
A dear delightful red faced brute,
And setting up a parachute;
The wind beneath its bosom played
Oh! Fargy wonderous sport we made.
Are not human minds just like this little poem

“Dear dear dear dear dear dear Greaerhel
[To EFG #2]

Dear dear dear dear dear dear Greeme!
When back from Cuckfield here | came

40 (Tho...roll)] 53 Before ] [Before]Berg
Tho...roll BergMYRVIII [?Beforaf Y RVIII
42 Killjoy's ] Killjoys BergMYRVIII your ] yours BergMYRVIII
43 ‘twere | twereBergMYRVIII face, ] [face], Berg MYR\VIII
44 adorn:]adorrBergMYRVIII 55 and] & BergMYRVIII
46 there.]thereBergMYR/VIII 56 green,]greeBergMYRVIII
47 sin]sin; BergMYRVIII 58 parachute;]
there’s]thereBergMYRVIII parachuteBergMYRVIII
48 temptation ] temtatiorBerg 60 Fargy]fargyBergMYRVIII
49 ‘twere ] twereBergMYRVIII made. ] madeBergMYR/VIII
50 sake.]sakeBergMYRVIII
52 But][But] BergMYRVIII Text collated wittMS Pfz

and]& BergMYRVIII
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| found your penitential letter,
But sackcloth cannot now prevalil
Nor even ashes aught avall, 5
For | can see there’s no relenting—
Indeed | fear that all repenting
Would act but as a temper-whetter,
For the more you repent, the more tears he demands
The more you submit, the more the commands 10
The more sighs that you breathe, the joy’s so divine
The more will he want you to groan, gnash and whine.
They are food to his soul, and when the notes fall
'Tis like your beloved Catalani’s squall—
The murmurs of grief are the music he hears 15
And discontent’s groanings are balm to his ears.
What wonder then happiness sounds to him woe
What wonder that mirth bid satire to flow,
That his blue visage gleams with a blueness intenser
[?When] happiness acts as a passion condenser? 20
But give him a prison, and give him a throne
And give him a world to reign in alone:
Full of death-groaning nations let it be crammed
And | wish no worse place for the souls of the damned,
Or give him a daughter and give him a wife, 25
I'll engage he’ll torment ‘em just out of their life
If so be't their peculiar wish lies this way,
With exactness our squire will their wishes obey.
Have you found yet the horn, that dares to adorn

3 letter, ] letter Pfz 20 [?When] Jomitted Pfz
5 avalil, ]avail Pfz happiness ][] happineskfz
6 there’sno]there'sino Pfz condenser? ] condens&fz
relenting— ] relentingPfz 21 But][]' Pfz
8 temper-whetter, ] and] & Pfz
temper-whetterPfz 22 alone:]alonePfz
10 submit, ] submitPfz 23 death-groaning nationslet]
11 so][]o Pfz nations
12 and] & Pfz death-groaning letPfz
13 and] & Pfz 24 damned;] damndiiz
14 Catalani's] Calatani’'$fz 25 and] & Pfz
squall—] squallPfz wife, Jwife Pfz
mirth 26 their] thier Pfz
18 mirth laaghter[a] Piz 27 their] thier Pfz
flow, ] flow Pfz way, | way Pfz
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A brow which no daring horn yet has attempted?
And | will engage, for the rest of his age
That from all further duty he shall be exempted:
| think that our squire, does mainly desire
That an horn on his dark frowning brow were implanted—
I've hit it exactly, he’d get one directly
But the worst is that things will not come when they’re wanted.
He wishes to drive, from her own native hive
His wife who so merrily laughs at each odd whim.
And now | have done, for they say that this fun
Would look worse on the side of this letter than Godwin.

" Sweet star! which gleaming oer the darksome scene

Sweet star! which gleaming oer the darksome scene
Thro’ fleecy clouds of silvery radiance fling'st
Spanglets of light on evening’s shadowy veil

Which shrouds the day beam from the waveless lake,
Lighting the hour of sacred love, more sweet

Than the expiring morn-star’s paly fires—

Sweet star! when wearied nature sinks to sleep
And all is hushed,—all save the voice of love,
Whose broken murmurings swell the balmy blast

10 Of soft Favonius, which at intervals
Sighs in the ear of stillness,—art thou aught but love
Lulling the slaves of interest to repose
With that mild pitying gaze . . oh! | could look
On thy dear beam ‘till every bond of sense

15 Became unnerved

30 attempted? ] attempteBfz
32 exempted: ] exempteBfz
34 implanted— ] implantedPfz
36 they’re ] therePfz

wanted. ] wantedPfz
38 whim. ] whim Pfz
39 And now }FARdANnd now Pfz
40 Godwin.] GodwinPfz
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2 fling'st]flighng’st Pz SC/II

3 veil ] viel PzSCII

4 lake,]lakePfz SCII

6 fires—]fires PfzSCII

11 stillness,—art ] stillness.—a&C/I1
aught] oughtPfz S
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“Bear witness Erin! when thine injured i8le

Bear witness Erin! when thine injured isle

Sees summer on its verdant pastures smile,
Its cornfields waving in the winds that sweep
The billowy surface of thy circling deep—

Thou tree whose shadow oer the Atlantic gave
Peace wealth and beauty to its friendly wave
its blossoms fade
And blighted are the leaves that cast its shade
Whilst the cold hand gathers its scanty fruit
Whose chillness struck a canker to its root.

"Thy dewy looks sink in my breast

Thy dewy looks sink in my breast,
Thy gentle words stir poison there:

Thou hast disturbed the only rest
That was the portion of despair.

Subdued to Duty’s hard control

| could have borne my wayward lot:
The chains that bind this ruined soul

Had cankered then—but crushed it not.

Text collated wittMS BL andMYR/VIII. Text collated wittMSUCL.

1

Bear witness ] Be< >tnesBL 1 breast,]breastCL

Be< >esMYRVII 2 there:]there.UCL
2 smile, ] smileVYRVIII 4 despair.] despaitUCL
4 deep—]deepMYRVIII 5 Duty's] Dutys UCL
beauty 8 then—but]then— butUCL
6 and beauty ] adebshress
BLMYRVIII
10 its]it's BL
its” MYRVIII
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Original Poetry

by Victor and Cazire

Much of what is known about this volume’s history appears in two publica-
tions by Richard Garnett. In the first, entitled “Shelley in Pall Mall,” in
Macmillan’s Magazing2 [June 1860]: 100-110), Garnett announced that
he had verified the existence of the book (though he had not located a copy
of it) from his reading dbtockdale’s Budgea short-lived periodical (Dec.
1826—Feb. 1827). The London publisher John Joseph Stockdale (1770-
1847,DNB) was ruined by libel suits in 1826 for publishing—and probably
writing—the memoirs of the famous courtesan Harriette Wilson (1789—
1846,DNB). At the end of 1826, Stockdale sought revenge on “polite”
society by publishing hiBudget,filled with scandalous stories about the
upper classes. There he printed serially an extended account of his experi:
ences as PBS’s early publisher, which appeared as the first substantive
articles in the first two issues (13 and 20 Dec. 1826) and continued in the
third through ninth issues (the last dated 7 Feb. 1827); in these he quotec
eleven letters from PBS to him, dated between 6 September 1810 and
August 1811, and told how the young man had come to him “early in the
autumn of 1810,” requesting that Stockdale “extricate him from a pecuni-
ary difficulty, in which he was involved, with a printer . . . who resided at
Horsham, near to which Timothy Shelley Esquire M.P. . . . had a seat,
called Field Place.” Stockdale agreed to take over the sale of the printed
work, and “on the 17th September 1810 . . . received fourteen hundred and
eighty copies of a thin royal 8vo. volume, in sheets, and not gathered. It
was entitled Original Poetry, by Alonzo and Cazire, or two names, some-
thing like them. The Author told me that the poems were the joint produc-
tion of himself and a friend, whose name was forgotten by me as soon as |
heard it” Budget,13 Dec. 1826, 1-2; note the density of Stockdale’s punc-
tuation, a style to which PBS conformed3h Irvyne). This was the bulk,

at least, of the first edition Qiriginal Poetry(V&C). Stockdale’s account

of his involvement with/&C is very circumstantial, apparently based upon
his own business records as well as PBS’s letters to him and his own
memory, but a few demonstrable errors show that his facts cannot be taker
as gospel. Though Stockdale recorded correctly the book’s title (which he
may have copied from his invoice or receipt for the shipment), he seems
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not to have had a copy of the work itself available when he wrote, for he
misremembered not only the pseudonyms of the authors but also the forma
of the volume, which Stockdale calls “a thin royal 8vo volume” (but is actu-
ally a quarto of 32 leaves—64 pages) that was delivered to him “in sheets,
and not gathered.”

Thirty-eight years after Garnett announced the existence of the volume,
he (by then Keeper of Printed Books in the British Museum) wrote the
Introduction to a type-facsimile edition of the volume (London: John Lane,
1898) 18998 that was based on the very first cop\¥/&C to surface, one
belonging to a grandson of PBS’s cousin Charles Henry Grove. Though
Garnett, who thus rescued Shelley’s first volume of published poetry from
oblivion, was judicious in his estimate both of what it has to teach us and of
its limitations, he also added a memorable yet condescending judgment on
the poetry that may have discouraged others from giving the volume a fair
hearing. The crucial paragraph in Garnett’s Introduction is this:

[N]ot more than five pieces in the volume, including the plagiarised poem, can be
attributed to Elizabeth Shelley. The book is consequently a more important docu-
ment for the mental history of Shelley than might have been expected, and enlarges
our conception of Shelley’s range at this early period, both of thought and of
metrical practice. Childishly immature as itis, it offers nothing to forbid the anticipa-
tion of eventual excellence, and something to encourage it. It shows, at all events,
that the youthful Shelley could write better verse than can be found in his novels,
and that he even then possessed the feeling for melody which is rarely dissociated
from more or less of endowment with the poetical faculty. Biographically, it contrib-
utes something to illustrate an obscure period of his life, and strengthens the belief
that his attachment for his fair cousin was more than a passing fancy. Itis, therefore,
of considerable interest, apart from the romantic history [of its loss and rediscov-
ery] which constitutes its chief claim to celebrity, and the rarity which gives it a
unique place among Shelley’s extant writings. Fervently as we hoped that a copy
might one day be found, we must now hope with equal fervour that no one may ever
find another. 1898 ,xxv—xxvi)

Suppression and Survival

BecauseOriginal Poetry “by Victor and Cazire” was not available until
1898, Harry Buxton Forman and other early editors never had a chance to
explore the textual problems that the original volume presents. Garnett,
proud of his efforts in identifying and searching for the lost publication, may
have believed that one original copy and the facsimile to which he contrib-
uted were sufficient for the world. In fact, however, that copy was textu-
ally imperfect, since the Groves had erased a reference that Charlotte
Grove considered an invasion of her privacy (see below), and as the colla-
tions attest, the facsimile edition introduced several other textual errors.
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Luckily, two uncensored copies have since come to light. Stockdale says
that soon after he began to sell the newly bound volume of poems, “I hap-
pened to be perusing them, with more attention . . . , when | recognised, in
the collection, one, which | knew to have been written by Mr. M. G. Lewis,
the Author of The Monk”Budge}. Stockdale confronted PBS, who apolo-
gized, blamed his coadjutor, and asked the bookseller to destroy the unsolc
copies. But, Stockdale noted, this happened only after he had “advertisec
the work in nearly all the London papers” and “through the author and me,
about one hundred, in the whole, have been put into circulaBudget,
2). Considering how many of the owners of these copies would have been
friends and relatives of PBS himself, it is mildly surprising that of the fifteen
hundred or so copies and those one hundred distributed by PBS anc
Stockdale, just three have been identified.

The copy that PBS gave to Harriet Grove, from whi@B8was printed,
was purchased by T.J. Wise, who sold it after he bought a second, muck
taller copy; that Grove family copy, now in the Humanities Research Cen-
ter, University of Texas at Austin (Tx), shows exactly what irritated the
Groves about the volume, for the words “the Colonel” are erasedifiom
15 of the second poem (seetter [2],lines 13—-30and its commentary).
Wise’s second copy, now with his Ashley Collection in the British Library
(BL), originally belonged to “William Wellesley, fourth Earl of Mornington, a
cousin of the Duke of Wellington,” who had inscribed it: “Given to me at
Eton by the Author | Percy Byss&d] Shelley, my friend | and schoolfellow
— 1810” (Wise, 30). The third copy, now in the Huntington Library (Htn),
shows that the printer was not ashamed of the volume, for it is inscribed:
“To | Mr Perry | this Poem is given with respectful | compliments of | Chas
Phillips.” Perry was probably James Perry, editor of the Wiharning
Chronicle, PBS’s early admiration of whom E. B. Murray discusses in
Studies in Romanticisid7 [1978]: 35-49). Perry was a notable book
collector, in whose posthumous book sale (four sessions from March 1822
to March 1823 at “Mr. Evans, No. 93 Pall-Mall”; copy in Pfz) were listed at
least two titles by Thomas Love Peacock and PB&%olt of Islam but
notV&C, suggesting that Perry may have given it to someone else to ex-
amine for possible review in ttMorning Chronicle.

Site of Printing

Most scholars have accepted without comment the evidence of the book’s
colophon that it was printed by C. and W. Phillips in Worthing, on the south
coast of Sussex, some twenty miles directly south of Horsham (Paterson’s
Roadg[1808], 32), but the evidence is mixed. Supporting the Worthing site
is Samuel J. Looker’s local history stuSipelley, Trelawny, and Henley:

A Study of Three Titan@ub. in Worthing, 1950), which places PBS
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among the worthies of Worthing chiefly on the basis of his having printed
there bothvV&C and The Necessity of Atheisrtsee Looker, 24-31, and
67-145, where both these rare editions are reproduced in high-quality
photofacsimile). Looker says that in the year 1807 James Phillips, a printer
of Horsham, began

printing playbills for the New Theatre at Worthing, and his imprint may be found
upon them. Three years later he had established a printery in the town at what was
then number 12, Warwick Street, to which he sent his sons Charles and William.
James Phillips, however, seems to have been the sole proprietor of the business, fo
there is in existence a letter written by him on December 10, 1810, addressed to
Thomas Medwin [actually, Thomas Charles Medwin, the father of Shelley’s second
cousin and schoolfellow] stating that money was due to him from Shelley for print-
ing carried out at Worthing, and asking for a loan until he could secure payment
from the poet himself. This debt was for the printing of the Victor and Cazire book.
(Looker, 25)

Contrary evidence appears not only in Stockdale’s statement that the
“printer . . . resided at Horsham,” but in additional facts garnered by James
Bieri from his researchers at Horsham: “James Phillips, the father of C. &
W. Phillips, had a printing firm (and bindery) in Horsham, did printing for
[Thomas] Medwin senior as early as 1800, and acted as sort of a clerk to
him.” Bieri has also provided us with a full transcript of the same note that
Looker cites, from James Phillips to the elder Medwin and dated 10 De-
cember 1810; it does not statderethe printing was done: “Sir | should
esteem it a favor if you would be pleased to lend me a pound note to send tc
London until the 15th of this month as | shall then have the 75£ to take of P.
B. Shelley Esq. for printing done for him. Jas. Phillips” (Horsham Museum,
#437; Bieri to Reiman: letter of 23 Apr. 1994 and e-mail of 14 Sept. 1996).
James Phillips’s claim conforms to Stockdale’s reference to PBS'’s troubles
with aHorshamprinter and PBS’s more casual statement about “Philipps
the Horsham printer'Letters|, 13). Bieri further suggests that the use of
the Phillips sons’ Worthing imprint may have been a blind to disguise the
identity of the young authors.

On the other hand, the idea that the printing itself took place at Worthing
is supported not only by the colophon, but also by the inscription of the
Huntington copy to Perry by “Chas Phillips,” one of the two sons at Worthing.
By December 1810, when James Phillips wrote to Thomas Medwin, Sr.,
V&C had already been suppressed and destroyed, and the Phillips family,
father at Horsham and sons at Worthing alike, may have been concernec
with receiving payment for the printing. The request from James Phillips,
owner of both printshops, to borrow £1 from Medwin, kinsman of PBS’s
mother and the local agent for the Duke of Norfolk, might be merely an
obligue way to remind Timothy Shelley and his father Sir Bysshe, who
were dependent allies of the duke, of their family’s debt. The mystery of the
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payment of the Phillipses’ bill may be complicated further by Stockdale’s
statement: “I am not quite certain how the difference, between the poet,
and the printer, was arranged; but, after | had looked over the account, |
know that it was paid; though, whether | assisted in the payment by money
or acceptance, | cannot remembdsluget,1). Stockdale’s use of the
word “acceptance” indicates that he may have agreed to “accept” (redeem
at face value) a post-dated promissory note payable to Phillips by a third
party—probably either Timothy or Sir Bysshe—that would come due on 15
December 1810, almost exactly three months after the likely date on which
the printers shipped the ungathered sheed&g to Stockdale that he
received on 17 September. Since PBS'’s letter requesting Stockdale to inter-
vene on his behalf is dated 16 September 1810, this shows that Stockdale
came to his rescue immediatelyeftersl|, 15;SCIl, 633-34).

The quality of the Phillipses’ printing M&C (and inThe Necessity of
Atheismthe following spring) becomes an issue because of a letter that
Barclay Phillips wrote: when his aunt Philadelphia Phillips, who had worked
as a printer with the family firm, lived with his family at Brighton, he “fre-
quently heard her talk of Shelley. She said he took great interest in the art of
printing, and would often come in and spend hours in the printing office
learning to set up the types, and help my cousin (the daughter)” (see Ingpen
Shelley in Englanil917], 188—-89). Ingpen goes on to speculate whether
PBS “actually set up the type for tNecessity of Atheisr(iL89). Looker,
who assumes that Philadelphia Phillips worked in the Worthing rather than
the Horsham printshop, imagines that PBS might have become “interested
in a young woman who, by all accounts which we possess [i.e., one], was
undoubtedly much in advance of most members of her sex” (Looker, 27),
and his book’s frontispiece is an imagined portrait of her as a fashionably
dressed Austen heroine, sitting in the Worthing printing house with a bou-
quet of flowers in her lap and looking over a proofsheet with PBS, whose
hand is on her shoulder. If Philadelphia Phillips was, however, a skilled
printer—likely a daughter of James Phillips—she probably remained at
Horsham to help him after his two sons moved away to start the new busi-
ness. Because of some features in the text of the first editéR@fwe
suspect that PBS may have helped typeset parts of it. This would have
been far more likely if it was printed at Horsham, rather than Worthing, an
additional twenty miles away from Field Place (although Worthing was close
to Castle Goring, the unfinished mansion of PBS’s grandfather), but the
available evidence on the location remains inconclusive.

Distribution of the Type

While collating the three known copies1810,we noted that in the BL
copy some lines @fpe have begun to work themselves loose, leaving a few
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letters out of line. This deterioration, which does not appear in Htn, suggests
that BL was printed later in the press run than Htn; but in spite of this and
some egregious typographical errors (the most notable being “gaol” for
“goal” in line 49 of Elizabeth Shelley’s second verse letter), the typographic
formalities ofV&C do not suggest an amateur compositor throughout. (The
frequent omission of apostrophes in the possessive case merely signals a
alternative usage defended in the grammatical summdentatk’'s New
Spelling Dictionary a work cited as an authority in the first poerd&€.)

On the other hand, the typographyld&10 may give us a clue as to the
printing process. The text of the volume contains an unusually large propor-
tion of capital\Ws, which seem to have been in short supply in the font of
eleven-point type used throughdig10. At least three differeni\s in the

font seem to be badly and distinctively malformed, and one such malformed
W appears first on page 19 and then again on page 531df (the two

other malformedAs also appear in signature “H” on 54 and 60); such a
reappearance of this single type piece indicates that some early sheets o
V&C were typeset, printed, and their types distributed before the composi-
tor set the final signatures. This evidence, in turn, supports the idea that
there was a break between the printing of the early poems and the final
ones—evidence that bears upon our explanation of PBS’s blatant plagia-
rism of Saint Edmond’s Evdrom Tales of Terror.

Plagiarisms, Authorship, Pseudonyms, and Title

Garnett left unanswered the question of what plagiarism scuttled the publi-
cation 0f1810, but Edward Dowden wrote on 20 October 1898, immedi-
ately after Garnett had sent him a copy, “I fancy at the first glance that if
any poem is stolen it may be Saint Edmonds Elvettérs about Shelley,
195); Dowden may have noted, as Lisa M. Wilson observes in “Shelley’s Early
Career in Print” (an unpublished paper), {Baint Edmond’s Eves the

only poem inV&C except the concluding fragment that has no date of
composition at the end. In 1906, A. B. Young notddR 1 [July 1906]:

323; see also Wise, 30, 96) tBatint Edmond’s Evevas copied frornThe

Black Canon of EImham; or, Saint Edmond’s BEke fifteenth poem in the
anonymoud ales of Terror(London: printed for J. Bell by Bulmer & Co.,
1801). Other poems “by Victor and Cazire” have also been identified as
containing plagiarisms and echoes of contemporary poets (as noted below)
rendering it unlikely that the inclusion®&int Edmond’s Even a volume enti-

tled Original Poetrywas accidental, or that PBS was innocent of responsibil-
ity. After listing plagiarisms identified up to 1950, Kenneth Neill Cameron ob-
serves: “it seemsKely that Shelley intended the insertion of a long poem . . .
as a hoax . . . and was indicating this in his 1iti5,306). But as we suggest

in the note té&Gaint Edmond’s Evébelow), PBS may have been forced into the
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plagiarism by his lack of original material to complete the volume, and his
“hoax” may have been an attempt to make a virtue of necessity. If he was
hoaxing by entitling the volum@riginal Poetry, he may also have known
that even that title itself was not originBIST Qists several earlier publica-
tions entitledOriginal Poemsor Original Poetry,the most famous being a
volume by William Cowper’s cousin Maria F. C. Cowper, revised by Cowper
himself and often reprinted early in the nineteenth century.

The authorship of the seventeen individual poem¥&C has never
been fully explored, apart from the identification of plagiarisms. Garnett,
who rightly assumed that PBS'’s sister Elizabeth Shelley was the youth’s
coauthor, assigned the first two verse letters to her (“Cazire”) and thought
that the eighth poemSeng, Translated from the Italiar-was also likely
to be hers; the rest he judged to be either by “Victor” or else plagiarisms.
After the editors 0fl904and 1927 and the biographies by Peck, White,
and Blunden had echoed Garnett, Cameron declarég8timat three other
poems were by Elizabeth Shelley, because PBS gave them to Thomas
Jefferson Hogg as samples of her poetry. Later, however, while &digng
Esdaile NotebooKEsd), where these and other poems attributed to Eliza-
beth in PBS’s dealings with Hogg are included as PBS’s own, Cameron
concluded that PBS had fooled Hogg about their authorship.9Bo,
Matthews and Everest include all but three of the poemsV\éras being
by PBS, the exceptions being the first two verse letterSaintl Edmond’s
Eve, all attributed to Elizabeth Shelley (I, 587) and therefore omitted from
their edition.

Barbara Charlesworth Gelpi, in a paper entitled “Sentimental Exchanges:
Percy Bysshe Shelley and Charlotte Dacre,” read in 1992 at the Shelley
Bicentennial Conference at Gregynog, Wales (but not published), first iden-
tified the source of the nam@azire as that of the narrator-heroine of
Charlotte Dacre’s three-volume sentimental roma@omfessions of the
Nun of St. OmefLondon: Hughes, 1805), which seems also to have influ-
enced some passages$irrv. Victor, PBS’s nom-de-plume, asserts PBS’s
youthful sense of his power and importance and seems to require no literary
source. Clearly he then liked the name well enough to play off it when he
named the “editor” oPosthumous Fragments of Margaret Nicholson
John Fitzvictor. That the overreaching truth-seeker who sets the plot in
motion in MWS’sFrankenstein(and in whom maost critics have seen ele-
ments of PBS’s personality) is named Victor in a novel that MWS dis-
cussed with him at every stage of its creation may suggest that, by 1817,
PBS, while still valuing the name, in retrospect saw flaws in the persona
that he had adopted during his ill-fated year at Oxford. He did not use the
name in his own writings after 1810.

Gelpi's paper also proposed that all the poem&&i€ were written by
PBS, employing ventriloquism in some of them to sound like a woman.
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This suggestion challenged us to assign individual responsibility for the au-

thorship of each specific poem to PBS or Elizabeth Shelley on the basis of
style, diction, and orthography, though the evidence on Elizabeth’s side is
much less helpful, since there are no other extant poems by her. Moreover
some of the poems that are of doubtful authorship contain plagiarisms,
while the texts of others may have been cross-fertilized by suggestions tha
PBS made to his younger sister (born 10 May 1794) before the poems
went to press, orthographic changes that Elizabeth Shelley (whose hand-
writing was superior) may have made while transcribing some of PBS’s

poems for the press, or substantive changes that PBS may have made i
poems by her while correcting proofs (or, possibly, even setting type). Still,

after collecting and sifting the available contemporary evidence, we are

fully convinced that both PBS and Elizabeth Shelley contributed poetry to

V&C.

The title-page notice “Printed . . . for the Authasssupported by other
contemporary testimony. First, PBS wrote in a postscript to his letter to
Edward Fergus Graham on Friday [14 Sept.] 1810: “What think yourof
Poetry—" (Lettersl, 17; italics added). Next, on 17 September 1810, Harriet
Grove (1791-1867), the Shelleys’ cousin—and PBS’s beloved, with whom
PBS and Elizabeth Shelley were both in regular communication throughout
the period of the volume’s gestation and publication—wrote: “Received the
Poetry of Victor & Cazire, Charlotte [Grove] offended & with reason as |
think theyhave done very wrong in publishing whia¢yhave of her” §C
Il, 590; italics added). If PBS had ventriloquized the verse letters from
Elizabeth Shelley to Grove, the latter would surely have been the first to
recognize and comment on the subterfuge—and Elizabeth would probably
also have resisted his assumption of her identity. Additional evidence sup-
porting joint authorship comes from Hellen Shelley, a younger sister of PBS
and Elizabeth, who later wrote: “At one time, he [PBS], with my eldest
sister [Elizabeth], wrote a play secretly, and sent it to Matthews, the come-
dian [Charles Mathews (1776-1833\B)]; who, after a time, returned it,
with the opinion that it would not do for acting. | wonder whether Matthews
knew the age of the boy and girl who ventured upon writing a play. The
subject was never known to me; and most likely the youthful authors made
a good blaze with the MS” (Hogdife, ed. Wolfe, I, 26). This reminis-
cence from Hellen Shelley’s childhood (probably reinforced by later con-
versations with Elizabeth Shelley) is also confirmed by contemporary evi-
dence, for PBS, in a letter of (?) August 1810, asks Graham for the ad-
dresses of the managers of the Covent Garden and Lyceum theaters, t
whom he planned to send a tragedy that he was writing and “a farce which
my friend is composing’Lettersl, 14); Hellen Shelley’s story informs us
that PBS’s “friend” was Elizabeth Shelley, who is thus confirmed to be at
this period an author collaborating with her brother. Their secrecy about
their writings may have been maintained even more closely in the case of
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V&C, since that attempt was both successful and unlikely to win plaudits
from the authors’ parents.

We can confidently attribute to Elizabeth Shelley the first two verse
letters, which probably derive from letters actually sent by her to Harriet
Grove earlier in 1810, though the texts of the letters publishnégfl@were
presumably revised late in the summer of 1810 before they were sent to
press; they seem to refer to events earlier or later than the dates subscribe
at the end of each and the dates at which Grove’s 1810 diary seems tc
record their receipt. (The discrepancies in these dates may arise from Eliza-
beth Shelley’s inexact dating of the versions she sent to press, which were
probably revised weeks afterwards from her undated draft-copies.) These
verse letters, though hardly literature, are respectable occasional verse, es
pecially when one recalls that their composition coincided with Elizabeth
Shelley’s sixteenth birthday. They clearly belong to the tradition of familiar
verse letters written by both men and women stretching back into the sev-
enteenth century, which in the eighteenth developed into a strong contem-
porary use of anapestic tetrameter for both humorous verse and light socia
satire in such popular works as Christopher Anst®&ésv Bath Guide
(1766, with new editions through the 1830s). In the poems that Thomas
Moore later wrote as “Thomas Brown the Younger,” includimgrcepted
Letters; or, The Twopenny Post-BaigdThe Fudge Family in Parishe
letters in anapestic tetrameter couplets are assigned to the female charac
ters, confirming the observation that this meter, whether used by male or
female poets, “had strong associations with the informal female pen” (see
Nora Crook irEvaluating Shelleyed. Clark and Hogle [1996], 155). Other
poems that seem assignable to Elizabeth Shelley on the basis of their sub
ject matter, versification, and diction include the sixth, seventh, and eighth
poems—that is, the “songs” subtiti&drrowandHope and that said to be
Translated from the Italian(the opening stanza of which has also been
identified as a plagiarism). The detailed notes to each poem give our rea-
sons for attributing its primary authorship to PBS or to Elizabeth Shelley.

The Black Canon of EImham; or, Saint Edmond’s kEsdhe fifteenth
poem in an anonymous volume entitl@ales of Terror(1801), which
partially parodies the two-volumieales of Wonderedited by Matthew G.
(“Monk™) Lewis, that appeared the same year. Takes of Terrovolume
was also plausibly attributed to Lewis because it was originally printed for
J. Bell, Lewis’s publisher, with a single leaf of advertisements listing six
titles by Lewis and just two other works (both translations from German).
Though Louis F. Peck says that its authorship—including tidteBlack
Canon—has never been settled (dgée of Matthew G. Lewifl961],
132-33), in 1808, a second editioTafes of Terromwas “Printed by S[amuel]
Hamilton, Weybridge, Surnsic],” and distributed by eight London publishers,
including Longmans. When Stockdale very specifically states, “I recognised,
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in the collection, one [poem], which | knew to have been written by Mr. M.
G. Lewis, the Author of The Monk'Budget,2), we can assume that he
knew from colleagues in the book trade that Lewis was the authatesf
of Terror.
The collation of th&&C text withThe Black Canoshould put to rest
any doubt about PBS’s responsibility for the plagiarism. Altho8gint
Edmond’s Evein V&C generally replicate$he Black Canonwith no
effort to disguise its origins ifales of Terror(either one of the almost
identical texts of that poem in 1801 and 1808), several verbal variants from
Lewis’s text and almost total disregard for the orthography and punctuation
of the original suggest that the plagiarist wrote $aint Edmond’s Eve
from memory, rather than copying it from a printed text. PBS is more likely
than Elizabeth Shelley to have admifeales of Terrorenough to memo-
rize The Black Canonin any case, he can hardly have been ignorant of
the theft, even if the poem were copied out for the press by Elizabeth.
Butwhydid PBS instigate (or condone) the plagiarism? Only those who
have seen the origindl810 edition of V&C can realize how slender and
insufficient the volume would have been without this lengthy poem, occu-
pying pages 37—44 in the large quarto, in which the type is so large and
heavily leaded as to limit each printed page to a few lines of text. Even with
Elizabeth Shelley’s contributions and the inclusion of his own inchoate
ment, or The Triumph of Consciencat the end, the really original poetry
in the manuscript failed to add up to a viable quarto volume. Now aware
that this work was printed by a firm with its origins at Horsham, near
PBS’s home, we can speculate that PBS, having contracted with the Phillipses
to publish a volume of a certain size, did not wish to admit that he and his
“friend” together did not have enough poetry to fill such a slim volume. He
probably submitted part of his copy at once, promising more, when or if it
were needed. He had clearly set his sights on writing in the tradition of
such prolific or facile authors as Scott, Southey, and Lewis, the last of
whom had finished’he Monkat age nineteen and published its three vol-
umes, enhanced with skillful poems, before his twenty-first birthday. Actu-
ally, of course, it was no disgrace for PBS (just eighteen in Aug. 1810) to
possess only a few poems that he felt were worth printing. In 1797, Charles
Lamb and Charles Lloyd (both b. 1775) had found it necessary to piggy-
back their slender stocks of poetry onto the second edition of Coleridge’s
PoemsAnd Lewis, it has been discovered, translated two-thirdshef
Monk “almost word for word, from a German romance” (J. M. S. Tompkins,
The Popular Novel in England, 1770-18[932; rpt. 1962], 245fn.).
As we noted in discussing the printing, type seems to have been distributec
during a hiatus between the setting and printing of the early sh&&€of
and the typesetting of the later sheets; this gap may mark the time during
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which PBS, scurrying to try to fill up the volume, resorted to his memorial
“composition” of Saint Edmond’s Eve.

Contemporary Reception

Stockdale recalled, “I advertised the work, which was to be retailed at 3s.
6d., in nearly all the London papers of the day, seventeen in number; but |
was told that, though paid for, it did not appear in the Times. . . . In many
papers however, | saw it. . . . few, if any were sold, in consequence, as |
intimated was not unlikely . . . ; though, even in these boyish trifles, assisted
by my personal intercourse with the author, I, at once, formed the opinion
that [the author] was not an every day-charadiej”’[ (Budget,?2).
Stockdale wrote that he received 1,480 copieé8dt from the printer on

17 September 1810; the next day, an advertisement for it appeared in Perry’s
Morning Chronicle(seeSCIl, 635). From the Htn copy, which the printer
Phillips sent to Perry’Morning Chronicle we surmise that many review
copies were sent out addressed to periodical editors whom those connecte
with the volume either knew or admired, but ultimately three of the four
reviews of the suppressed volume appeared in Tory publications that ridi-
culed it, while one treated it with more sympathetic humor. In October 1810
theLiterary Panoramaa monthly that later gave positive reviews to Leigh
Hunt's The Story of Rimirand Godwin’sMandeville,reviewedV&C’s

Gothic horrors with amused condescension and ended its page and a hal
notice by quoting ten of the final sixteen lines from Elizabeth Shelley’s sec-
ond verse letter, concluding, “Which brings this nonsensical rhyme to an
end” RR, Part C, 540-41). The same month, a short paragraph in the
Antijacobin Revievguoted just three bad lines from Elizabeth’s verse let-
ters and the dates given for some of the poems and then closed sarcast
cally, “if the reader wishes more we must refer to this elegant voluri” (

C, 31). TheBritish Critic, another moralistic Tory monthly, waited until
April 1811 to notice/&C (after attackingst.Irv in January), again quoting
lines from Elizabeth Shelley’s verse letters and concluding: “Two epistles, in
this exquisite style, begin this volume, which is filled up by songs of senti-
mental nonsense, and very absurd tales of horror. . . . whatever we may sa
in favour of the poetry of this time, such volumes as this have no share in
the commendation. One thing may be said in its favour, that the printer has
done his task well: would he had been employed on something bdtgr!” (

C, 204-5). Finally, in the annudoetical Registerfor 1810-11—which

was not actually published till 1814!—there appeared this belated epitaph,
which reads in full:

There is no “originapoetry’ in this volume; there is nothing in it but downright
scribble. It is really annoying to see the waste of paper which is made by such per-
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sons as the putters together of these sixty-four pages. There is, however, one
consolation for the critics, who are obliged to read all this sort of trash. It is, that the
crime of publishing is generally followed by condign punishment, in the shape of
bills from the stationer and printer, and in the chilling tones of the bookseller, when,
to the questions of the anxious rhymer, how the book sells, he answers that not
more than half a dozen copies have been sBH,E, 750)

Epigraph (See facsimile of title page \6&C.)

Scaott’s lines fronThe Lay of the Last Minstrél805), V.i.1-3, claim that
since the poet keeps alive the memory of the past, his death brings “a sec
ond death” (V.ii.8) to those whose deeds and sufferings he has recounted
“The phantom knight, his glory fled, | Mourns o’er the field he heaped with
dead; | Mounts the wild blast that sweeps amain, | And shrieks along the
battle-plain:” (V.ii. 13-16). The epigraph’s text also accords with the ninth
edition of Last Minstrel, printed by James Ballantyne (for Longmans in
London and Constable in Edinburgh, 1808). Late in 1810 PBS, who greatly
admired Scott’s poetry, submittebhe Wandering Jewto the firm of
Ballantyne, which had recently issuétle Lady of the Lake.

Letter [I] (“Here | sit with my paper”)

The two verse letters that open the volume seem to have been based o
two (or more) actual letters sent by Elizabeth Shelley to Harriet Grove.
PBS may have placed these poems firsH{atory of a Six Weeks’ Tour
begins with journal entries by MWS) in order to attract ordinary readers
before they encountered PBS’s more “metaphysical” poems of love, lib-
erty, and revenge. References to Elizabeth Shelley in Grove’s diaries for
1809 and 18103ClII, 475-540 and 564-98) portray her from the ages of
fourteen to sixteen as habitually loud, boisterous, and high-spirited; Thomas
Medwin, the Shelleys’ kinsman, said that Elizabeth also “possessed a talent
for oil-painting that few artists have acquiretif¢, ed. Forman, 18). Though

this verse letter discusses grammar, its punctuation is chiefly rhetorical rather
than syntactical, most marks paralleling the natural pauses at the ends o
lines and couplets. Notable is the dearth of full stops: there are just six
periods and one terminal exclamation point in the poem’s 76 lines; when we
include colons, semicolons, and dashes that mark the end of syntactica
units, there are breaks in thought—all at the ends of lines and most at the
ends of couplets—idines 2, 4, 14, 16, 18, 26, 28, 36, 40, 46, 58, 62,
64, 72, 74, 75and76, with their increasing frequency at the end signaling
Elizabeth Shelley’s efforts to achieve closure as she neared the end of he
letter paper. In the secorigetter, two of the first three full stops—atfter
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lines 12and32—appear at the ends of printed pages 10 and 1810,
suggesting that some of this meager pointing may have been added to the
poem in proof. Such light pointing was typical of contemporary informal
verse epistles and humorous poems, even by mature poets. Compare &
exchange between Talleyrand and Napoleon, with the same metrics tha
Elizabeth Shelley uses, in Sir John CaR@&ems(1809, 165-69) and the
blank verse of William HayleyShe Triumphs of Tempét3th ed., 1807).

line 10. mutes in a trainBesides indicating someone “dumb” or “silent,”
mute as a noun used in reference to a person could signify (in dialect) a
variant of mule—"in some districts applied to the offspring of a mare and
an ass (the ‘mule’ properly so called), and in others to that of a she-ass anc
stallion (the ‘hinny’)”; butby muteElizabeth Shelley undoubtedly means “a
professional attendant at a funeral, a hired mour@eLY, sb. B.3.e, sb.4).

PBS himself uses mutes a substantive only Baon Xll.v and xiv,
with a more literal meaning that may derive from the thirty-sixth note to
William Beckford’s Vathek: An Arabian Talewhich first quotes from
Habesci’'sState of the Ottoman Empirét has been usual, in Eastern
courts . . . to retain a number of mutes. These are not only employed to
amuse the monarch, but also to instruct his pages in an art to us little known,
of communicating everything by signs, lest the sound of their voices should
disturb the sovereign.” Beckford then adds: “The mutes are also the secret
instruments of his private vengeance, in carrying the fatal string” (i.e., the
bowstring, used to strangle the ruler’s distrusted deputies).

line 12.works: Though conjectural emendationtordsis an option, works
remains a possible reading. The final comma might also be changed to &
semicolon or period (eE898 alters the line, in spite of its claim of repro-
ducing1810precisely), but the sense is clear without emending the punc-
tuation.

line 13. copious used in the rhetorical sense of “having a plentiful com-
mand of language'@ED 2.b).

line 20. American-born LindleyMurray (1745-1826DNB) first published his
popularEnglish Grammar, Comprehending the Principles and Rules of the
Languagan 1795; John Entick?1703—73DNB) was an antiministerial jour-
nalist and advocate of a free press, as well as the compiler of Latin-English
dictionaries and author 6fNew Spelling Dictionary, Teaching to Write and
Pronounce the English Tongue with Ease and PropiiEf$4 et seq.); by
1810,Entick’'s New Spelling Dictionangdited with a grammatical summary

by William Crakelt, a Kent clergyman (1741-1812NB), was a standard
school text, co-published by several leading London booksellers; in our research
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we have used printings &hntick’s dated 1795 (BL) and 1805 (Reiman’s
copy).

line 28. Does this line suggest Elizabeth Shelley’s resentment at her older
brother’s superior manner when he gave her advice?

lines 33—35.Though the classical names may sound as if they were sug-
gested by PBS, Medwin reports that his “elder sisters” (i.e., Elizabeth, Mary,
and perhaps Hellen Shelley) “received the same education” as he did, “be-
ing instructed in the rudiments of Latin and Greek by Mr. [Evan] Edwards,
the clergyman of WarnhamLife, ed. Forman, 14). They later attended a
boarding school in Clapham Common, Surrey, run by a Mrs. Fenning (Louis
Schutz BoasiHarriet Shelley{1962], 11).

lines 37-58 When Elizabeth Shelley lists the kinds of authors whom she
doesnot wish to emulate, she asserts that the majority write lyric poetry,
which loomed large in the Shelley household. Most writings published dur-
ing this period, however, involved neither epic, dramatic, narrative, nor lyric
poetry that the Romantics were then reestablishing according to the Graeco-
Latin and Renaissance hierarchy of genres, but consisted of satirical and
didactic verse (both comic and sober), prose histories, biographies, and trea
tises, including a generous number of sermons and religious tracts. In the
title index toNSTC (1801-1815§ page listing about fifty titles beginning

“A Serious,” exhorting people to specific religious, political, or social behav-
ior, is followed by twenty-five pages (over 1,250 titles) beginning “Sermon”
or “Sermons,” a section matched by a similar number of (usually) secular
didactic or controversial works beginning “A Letter” and almost as many
titles beginning “Reflections,” “Remarks,” “Remonstrance,” “Reply,” and
“Report,” besides many “Accounts,” “Addresses,” “Proposals,” “Strictures,”
“Vindications,” and the like. Given this plethora, we cannot know which
specific works Elizabeth Shelley may have had in mind.

lines 55, 56, 61cobler This word, in a variant spelling acceptable until
late in the nineteenth centur®ED), means someone who patches badly
and alludes to poorly paid editors and translators employed to prepare clas:
sic and foreign works for English readers—very low-status work (as awag
was an inferior “wit") that was often satirized in eighteenth-century poems
and novels under the rubric &frub-streetwhich was proverbially their
cheap place of residence.

line 59. good friends(i.e., the reading public or posterity) identifies the
intended audience of Elizabeth Shelley’s published poem, since Harriet Grove
knew that Elizabeth had “ne’er worrasso¢’ the outer garment worn by

a priest (and so spelled kntick’s).
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line 71. shrink not a tensé shrink not to a tens&898through 1972.
Metrical tightening reinforces the imperative mood, and the emendation (or
error) in other editions is based on a misunderstanding of Elizabeth Shelley’s
meaning here: the line urges Grovetoashrinkback from writing for fear

of making errors in verkenseforms and sequences (EfED 14.b, where

a transitive usage deriving from “to shrink in the neck” means “to flinch,
recoil”). If a word were added, it should fsemrather tharto.

lines 73—74tiresome qirl! either Elizabeth Shelley’s anticipation of Grove’s
response to her letter as she finished writing it, or lines added before publi-
cation, based on Grove’s actual reaction.

Letter [2] To Miss From Miss

In 1810, the title did not include the name of writer (Elizabeth Shelley) or
recipient (Harriet Grove), dashes being substituted in both the title and other
lines. This convention marked the decorous reticence characteristic of au-
thors of the period who turned private verse to public use. (Earlier poets
tended to supply classical pseudonyms, as Lord Byron does in several early
poems.) To supply the actual names in the text is to distort ahistorically the
sense of decorum in these poems and in the age.

line 1. The blank in this line could be filled with eitfi¢arriet (pronounced
in two syllables) or, possiblyattie.

line 2. During the early nineteenth century, when British postal rates—
charged by both distance and weight—were raised to help finance the Frenct
wars, the cost of sending or (since the recipient usually paid the postage)
receiving letters reached its highest level in history. Many in the upper classes
avoided the cost by sending their letters enclosed in fraakisiress-sheets
signed by Members of Parliament, such as Timothy Shelley, and other gov-
ernment officials. In spite of attempts to restrict franking, the abuses con-
tinued until high postal rates were abolished through the introduction of the
National Uniform Penny Post in 1839-40. (€I, 914-25; V, xxxi—

xxxiv. For additional context, see James E. Tierney, “Eighteenth-Century
Authors and the Abuse of the Franking SysteBtiidies in Bibliography

48 [1995]: 112-20.)

lines 9-11.These lines reflect the political concerns of the Shelley family
in early 1810. Parliament had opened in January with attacks on the mili-
tary bungling of the King's _ministergarticularly the failed campaign at
Walcheren in the Netherlands, where a British army had suffered heavy
losses, mainly from disease, before withdrawing with little accomplished.
Popular fury was fueled by the King's refusal to hear a petition from the
London common council requesting a parliamentary investigation into the
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conduct of the ministers, who were further disgraced in September 1809,
when George Canning and Robert Stewart (by courtesy, Viscount Castle-
reagh), both members of the cabinet, fought a duel over their differences
about the conduct of the war.

In the House of Lords, the attack on the government was initiated by the
aging naval hero John Jervis, Earl of St. Vincent (1735-IBR®), while
Lord Grenville blasted Lord Chatham for sending troops into “the
Walcheren,” the climate of which standard military textbooks cited as espe-
cially unhealthy, and for failing to send money to support the troops there.
On 26 January 1810, after the defeat of various motions in both houses to
investigate ministerial blunders, Sir FrarBigrdett(1770-1844DNB) de-
clared that Parliament’s failure to rebuke the ministers’ incompetence and
corruption showed that the entire political system needed reforntatiatett
told the M.P.s (according to tRelinburgh Annual Registgthat he “could
see in that room the root of all the evil. Here was the root; and the branches
spread over and extended to every extremity of the country. Under their
shade flourished no useful plants, nothing but noxious weeds. The fruits
upon the boughs were tempting to the eye, but to the taste they [like the
fruits tasted by the devils in Milton’'s Pandaemonium] betrayed the bitter-
ness of ashesEAR, 181022). When the Tory ministers, led by Spencer
Percival and the Earl of Liverpool, thought that public outrage had subsided,
Parliament voted to imprison Burdett for insulting the Members; but on 9
April 1810, the soldiers who arrested Burdett and conducted him to the
Tower of London were stoned by a mob of angry citizens in what became
known as the “Burdett riot.”

PBS probably knew Burdett's widely discussed speech well, for not
only did he dedicate to Burd@the Wandering Jewq.v.), which he wrote
or revised during the summer of 1810 and sent out for publication near the
time thatV&C was printed, but later, Queen Mab(QM), he also echoes
Burdett’s allusion to the poisonous “Upas tree” during his attack on “kings
who rule, and cowards who crouch”: “Let the axe | Strike at the root, the
poison-tree will fall” (IV.77, 82-83). Here, on the other hand, Elizabeth
Shelley’s reference Burdett's reformatios general and abstract, deriv-
ing from family conversation, not quotations from his speeches in newspa-
pers. On the relationship of Burdett and his ideas to the Foxite Whigs sup-
ported by Timothy Shelley and his patron the Duke of Norfolk, see P. M. S.
Dawson,Unacknowledged Legislat@i980), 36—40.

line 12.burdenthe “refrain” or “chorus” QED 10): that is, the constant
topic of conversation during morning social calls at the time.

lines 13—-32[the blanks]: A year earlier, at the age of twenty-six, Harriet
Grove’s elder sistgCharlottd had been introduced by Timothy Shelley to
Col. Warden Sergison of Cuckfield Place, néarckfield, Sussex, the
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village where Capt. John Pilfold, Royal Navy, a brother of PBS’s and Grove’s
mothers, also lived. On 19 April 1810, Charlotte began a visit to her uncle
(presumably to see more_of the Col@reelisit possibly planned before the
10 April date given for the poem. Though Charlotte enjoyed her visit and did
not return home till 13 August (Grove’s DiayCll, 586—87), she had no
romance with Sergison (who died the following year). On 17 September
1810, a month after the events indiscreetly teased abboem 13—15et

seq., Grove wrote: “Received the Poetry of Victor & Cazire, Charlotte
offended & with reason as | think they have done very wrong in publishing
what they have of her” (s€xCll, 590; and HawkinsEirst Love, 14-17,
26-27, 33-35, 45-51). As we observe in the headnote, the Tx cé6REZ of
1810, 0on which 1898 based its text, descended from a member of the
Grove family who had scratched out the words the Coldrg] these
words were thus omitted frorh898 and subsequent texts based on this
flawed “facsimile.”

line 19. mischevious Though some editors emend this spelling, @D
lists mischeviousas a dialectal variant ahischievoudrom the seven-
teenth century on.

line 32.Elizabeth Shelley excepts PBS from her jocular denigration of men
because of Grove's fondness for him.

line 33.drawings On 11 May 1810, Grove mentions “figures by McFee [a
name we have not located in reference books on British artists] & land-
scapes by [John] Glover” (1767-184BNB) in a watercolor exhibition
(Grove’s Diary,SCII, 578); this reference, like that to Charlotte’s visit to
Cuckfield, suggests that the text of the verse letter may have been revisec
after 30 April 1810, its date as given in the printed text. However, Elizabeth
Shelley (herself a budding artist) may have recommended the exhibition to
Harriet Grove in advance of the Groves' visit; by July or August, when she
recopied the letter from her draft for publication, she may have
misremembered when she had sent the original letter to Grove, thus misdat:
ing it rather than adding anachronisms.

line 35. croud variant ofcrowd in sixteenth—eighteenth centuri€HD);
upper-class orthography was consistently more conservative than that of
the middle classes.

line 40. Grove and her family stayed in London at 49 Lincoln’s Inn Fields
with her brotheréhnny who was Elizabeth Shelley’s suitor; John, a student
of medicine, owned at least one (e Hawkingirst Love,9; and Grove’s
Diary for 21 April 1810,SCII, 576).

line 41.your parcel’s arriveflyour parcels arriveti810.The omission of
this apostrophe relates, not to the possessive case, as it frequently doe
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in V&C, but to Elizabeth Shelley’s failure to signal the contraction of “par-
cel has arrived” (or, possibly, “parcel is arrived”).

The blank represents “Percy” or “Bysshe,” either of which in the pos-
sessive case would be pronounced in two syllables.

line 47. Hope, gay deceiveparallels a reference to Hope as a “sweet
deceiver” inSong. Hopd(line 15), a poem probably also by Elizabeth Shelley.

line 49.goal misprinted “gaol” (jail) in1810.

lines 56—61.These lines exhibit a conventional religious outlook likely to
be used by Elizabeth Shelley in a letter to the pious Grove, but uncharacter-
istic of PBS even at this early date.

line 65. The blank once again probably originally contained either “Harriet”
or “Hattie.”

Song (“Cold, cold is the blast”)

There are two basic versions of this po&®&C and, heavily revised, the
forty-fifth poem in theEsdaile NoteboolEsd, which will appear in Vol-

ume Il). MS Pfz, which PBS transcribed from his memory o¥/&e€ text

(SCIl, 625-26), contains a few explicable substantive variants that, though
most are probably errors of memory, may in some instances identify errors
in 1810.MS Pfz shows how PBS all but ignored punctuation when releas-
ing his early poems to close friends, though he generally added pointing for
the benefit of miscellaneous readers, either when sending his poems tc
press or while proofreading them in type. The rhyme scheme and the
anapestic tetrameter of both this poem and the final two poe®slin

follow those of Scott'sHelvellyn, a favorite poem of young PBS (see
Medwin, Life, 52; and the Commentary 8t.Irv).

Before the discovery of the revised versioi8d, scholars had doubts
about its authorship, because in 1810-11, while trying to interest Hogg in
his sister Elizabeth, PBS wrote out from memory this poem and parts of
two others as examples of her poetry (see Hbig, ed. Wolfe, |, 126).
Cameron argued, when he edited MS Pf&fG(ll, 625-31), that Hogg's
account of these poems established Elizabeth Shelley as their author; bu
he later concluded, while editing the revised versidfsid, that—asL 989
and we agree—PBS himself wrote those poems that he had told Hogg
were by his sister, presumably to impress Hogg with Elizabeth Shelley’s
exceptional talent: “Shelley,” wrote Cameron, “was simply pulling Hogg'’s
leg” (Esd 1965,259). Psychoanalytic critics may probe PBS’s use of his
poetry to arouse in his closest friend a romantic interest in his look-alike
sister. Captain Kennedy, who saw PBS and Elizabeth Shelley together dur-
ing PBS’s last visit to Field Place, later wrote: “His resemblance to his sister,
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Elizabeth, was as striking as if they had been twins” (Hodg,ed. Wolfe,
I, 153).

line 9. MS Piz supplies the naneuisahere and inines 18and 32.

Henry Tilney inNorthanger AbbeyChap. 14) alludes to the ubiquity of
Louisa as a name for fictional heroines: “Do not imagine that you can cope
with me in a knowledge of Julias and Louisas” (Ausi¢oyels,ed. R. W.
Chapman [1926] V, 107). Whatever PBS’s source, he probably deleted this
name fromV&C because Harriet Grove’s fourteen-year-old sister Louisa
Grove had just died on 19 June 1810 of a fever, compounded by medica
blood-letting.

line 10.fallen To make the line metrical, PBS probably intended this word
to be pronounced as a single syllable. The first edititimon (1817) uses

the spelling “fal’'n” at Liii.9 (as did Milton ifPL VI1.25-26) to indicate such

a monosyllabic pronunciation, but in PBS’s intermediate fair copy MS of
Laon |, the word is “fallen,” as PBS usually spelled it, whether the scansion
required one or two syllables.

line 12. ruiner's: Though this word lacks an apostrophelBil0, the ap-
pearance of the apostrophe botlbate’shere and in “ruiner’s” in MS Pfz
establishes PBS'’s intention.

line 17.Penmanmawr‘Penmaen Mawr Mountain” in PatersoReads
(1808), col. 132; “Penmaenmawr” in Shell Roadmap 4. Wales (“Based
upon the Ordinance Survey map, Crown Copyright,” ca. 1985): a steep
peak (1,500 ft.) in the Snowdonian complex, on the edge of Conway
Bay in the far northwest corner of Wales (then Caernarvonshire, now
Gwynedd). In PBS’s day, the place where the main road from Bangor
to Conway crosses this mountain was the scene of many accidents.
PBS’s grandfather Bysshe Shelley had been High Sheriff of Radnorshire
in 1784 and PBS’s cousins the Groves had made Cwm Ellan in that
county of Wales their retreat since the 1790s (Hawkhnsst Love,

but we cannot determine that PBS had ever visited Snowdonia by 1810.
His awareness of Penmanmawr could have come either from the tales
of family members or from his readind989 quotes a description
(Monthly Magazinel4 [1802]: 304) of the “huge, bare, overhanging
rock, rising almost perpendicular from the sea” and cites poetic refer-
ences in John PhilipsGyder(1708), where the barren “cliffy Height |

Of Penmenmaurand that Cloud-piercing Hill, Rlinlimmori demon-
strate by their support of “hardy Men” who “Cut Sampire” that no land
is useless to humanity (I, 105-9); James ThomdgdmesSeasond730,

1744; Birmingham, 1804, 73): “from the rude rocks | Of Penmanmaur heap’d
hideous to the sky | Tumble the smitten cliffSurfimer,163-65); and
Southey’'sMadoc1.i.26-27 (1805, 1808): “the naked crags | Of Penman-
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mawr.” In MS Pfz, before writing the Welsh name in the poem, PBS (or
possibly Hogg) wrote it out in large block letters near the bottom of page 3
of that MS—probably to check the spellirgdl, 627).

line 20. gust PBS wrote the plural “gusts” in MS Pfz, but the reading in
1810also makes perfect sense.

lines 21-22 PBS reverseslouds(21) and_rockg22) in MS Pfz, but not

only do the readings ib810seem to us to make more sense, but the printed
text has greater authority; as Hogg wrote, “Bysshe wrote down these verses
for me at Oxford from memory. | was to have a complete and more correct
copy of them some dayL{fe, ed. Wolfe, I, 126).

line 23.In MS Pfz, the blank is filled bydenry, a name that PBS often
used for his heroes and surrogates in his early poemsHexgry and
LouisaandQM). Here, of course, “Henry” is a villain; but PBS used the
name to represent his alter ego in a variety of self-dramatizations. His use
of this name might derive from either contemporary poems, in Wwteciy

was a common name for lover-heroes, or from historical sources—such as
Henry “Hotspur” Percy (1364-140BNB), in Shakespeare’sRenry IV

(PBS echoed a speech by Hotspur in an angry letter to his father; see Johi
FreemanKeats-Shelley Memorial BulletiB4: 8), or the poet Henry
Howard, Earl of Surrey (?1517-4BNB), beheaded by Henry VIlI, who

was a forebear of Charles Howard, 11th Duke of Norfolk (1746-1815,
DNB), the political patron of PBS’s father and grandfather. See also the
note toSong. To——  (“Ah! sweet is the moonbeam”)jne 8.

unkind The OED sense 5—"unnaturally cruel, severe, or hostile—was
archaic or obsolete in general usage by 1810, but literary parallels in
Shakespeare (e.g., “more than kin, and less than kihidiriet 1.i.65)

and Milton (“Abortive, monstrous, or unkindly mixt"RL 111.456) among
others, kept that meaning alive for poets.

line 27. laving (MS Pfz), that is, washing (t.e., thegarlandin line 25):
Louisa firstentwinedthe garlandbedewed it with teayghen leaned over
the fountain(26), and (afterjavingthe garland to remove her tears, cast it
over the cliff to be carried into the sea by the widid) (PBS used forms of
the verb “lave” in comparable contexts in other early poem$?Ederag-
ment (“Yes! all is past”) line 27;St.Irv, Song (“Ah! faint are her limbs”),
line 21; andwWJ, 1.9. The reading “leaving”810, which makes no sense
in this context, is probably a typographical error.

line 28.when1810] where MS Pfz. These two words are frequently indis-
tinguishable in PBS’'s MSS, and context often guides the choice. Here it is
difficult to be certain whether or not the compositor chose wrong and PBS
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failed to catch the typo. By telling the garldndioand then casting it from
the height, Louisa may be directinghere (on the sea-29) rather than
whenit should go, that having been determined as she cast thintwild
sweeping wind(20). Yet she, emulating King Lear, may instead tell the
garlandto go while the tempest is yellingecause that is wheyature
echoes her state of mind. We retain the readirdg@aD.

Song. (“Come —— ! sweet is the hour”)

PBS almost certainly wrote this poem to Harriet Grove during or immedi-
ately after her family’s visit to Sussex and London in April 1810. His au-
thorship is supported by the classical Zephyrs/aneralrson inlines 2—

4: not only doesanemonanean “daughter of the wind” in Greek, but as
1989notes, Pliny’Natural History, part of which PBS translated at Eton,
says that anemones open their petals only when the wind blow (XXI.165)—
a reference also noted by Erasmus DarwiBatanic Garden, Part Il

(2nd ed., 1790, II, 33n), another of PBS’s favorite books. (His copy sur-
vives at Harvard.) See also the notdine 14.

line 1. Harriet, pronounced trisyllabically, fits the blanks both here and in
line 17.

line 14. PBS’s authorship is further suggested by the Latinate usage of
umbrage even though it does not appearShelley Concordance. OED
gives as its sole contemporary example of its meaning 2.c, “Shade or shadow
cast by trees or the like,” PBS’s parallel use in Chapter $Llo¥, where
during a crucial love scene between Eloise and Fitzeustace, “The tall ash
and oak, in mingled umbrage, sighed far above their heb8%1(214—

15), and on 26 July 1811, PBS wrote to Elizabeth Hitchener of “waterfalls
midst the umbrage of a thousand shadowy trde=ttérs|, 128).

The word appears with this usageRh 1X.1087 and is common among
classically trained male poets of the late eighteenth and early nineteenth
centuries, who account for a huge majority of pre-1810 uses we checked
via Chadwyck-Healeizion in such poets as M. Akenside, J. Beattie, W. L.
Bowles, Egerton Brydges, S. T. Coleridge, J. Dyer, E. Darwin, J. Keate, J.
Montgomery, R. Polwhele, and W. Wordsworth, as well as in poems by at
least three female poets—Anna Seward, Sydney Owenson, and Mary Tighe

Song. Despair

Both contemporary comments on Elizabeth Shelley (especially in the dia-
ries of Harriet Grove and her sister Charlotte) and the tone of her verse
letters, above, present her as gregarious and mirthful, apparently con-
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trasting with her moody brother. One reason that we believe her to be
author of the thre8ong subtitled Despair, Sorroand_Hopeis that they

are all so abstract and conventional in their expressions of these emotions
that they seem the work of one who had little first-hand experience of
them. Since we know from the testimony of Hellen Shelley that when she
was ten years old or younger, PBS set topics for her to write poems on anc
then had the poems printed (see Hobde, ed. Wolfe, |, 26), it is not
unlikely that he suggested that Elizabeth Shelley write on these three emo-
tions when he urged her to contribute to the volume he wished to prepare
for press, as schoolmasters of the time set rhetorical recitations on similar
topics. These three poems share diction and sentiments that suggest a milc
uncritical religiosity that was not PBS’s mode even at this early period, for
he had already conceived and begun to wriie Wandering Jew(see

WJ Commentary).

If PBS did guide Elizabeth Shelley’s choice of subject, or quote lines to
start off her contributions, and especially if he revised her poems to improve
or polish them—identifying a primary author becomes very difficult; rather
than specifying PBS or Elizabeth Shelley as sole author for some poems, it
is prudent to adopt Jack Stillinger's concept of a collective “authorship”
(seeMultiple Authorship and the Myth of the Solitary Genil@91).

line 5. Though other editors ememdlderedto “wildered,” as if the word
were truncated frorbewildered, Entick’s New Spelling Dictionagiyes
wilder as a verb, meaning “to lose, to puzzle in an unknown track.”

line 6. ken to discern, recognize by sight (now dialedtebster’s Il).
Though S. T. Coleridge usksnthus inAncient Mariner(57), it does not
appear elsewhere in PBS’s canon and may be a word favored by Elizabetf
Shelley.

line 12.soothwas a variant spelling of the verb “to soothe” from the six-
teenth into the nineteenth centu@HD); it is so spelled iBailey’s Dictio-
nary (1733) ancEntick’s (1805).

line 23.In Bailey’s Dictionary shevis given as the preferred spelling for
both verb and noun; in a pocket dictionary of 1803, based on Johnson'’s
Dictionary, both meanings are spelled “show”; andimtick’s (1805) the

word shewis cross-referenced sthow,where both verb and noun appear.
Both spellings were frequently used by PBS’s contemporaries—perhaps
interchangeably by most; but a preliminary analysis of texts based on PBS’s
MSS and first editions suggests that he may have preferred to use show
(as here) when the word was a noun, while spelling the verb “shew,” as
Elizabeth Shelley or he did Iime 6 of the next poem and imes 8, 10,
and24 of Song: H ope.
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Song. Sorrow

This artificial expression of “sorrow,” filled with clichés (dreary blank, droop-
ing flower, humid eyes, fairy hopecomes most likely from Elizabeth Shelley,
who seems not to have suffered from the s@/séischmerthat afflicted

PBS and therefore expressed its ravages with less personal conviction. The
spelling “shew” for the verb may also have been taught to Elizabeth Shelley,
or PBS could have introduced this spelling when he saw the poem through
the press.

line 3.are sankSankserved as a variant form of the past participle during
this period, whesunkhad become a common past tense f@DD); see
alsoHad sankin the following poem, line 4, and parallel usageGirasta,

81 and 83J.aon |.xiii.2, and A Vision of the Sea8.

line 11.] danceda phrase uncharacteristic of PBS, who seems never to
have written “I dance(d)” when speaking in his own persona; spirits of the
universe, nature’s creatures, and the madding crowd do the dancing in his
poetry. (See alshne 15)

pleasure’sThe apostrophe, lacking i810,has been added both here and
in sorrow’s line 17 below. (See next note.)

line 28. PBS and Elizabeth Shelley at this time followed the argument in
the unconventional grammatical noteskaftick’'s New Spelling Dictio-
nary, which declared that the use of the apostrophe for the possessive cast
was a corruption of native English grammar, based on a misconception that
thes in the possessive case was a contractidnibr hers. PBS soon
accepted the conventional formation of the possessive case, but for a num:
ber of years his manuscripts show that he remained uncertain of its correct
formation. This uncertainty appears in Elizabeth Shelley’s or PBS’s use of
the apostrophe in what they intended as plural nouns, slightesing’s
Putting are in this word was a conventional way of indicating how many
syllables “lightnings” should add to the poetic line.

line 29.souls® perhaps an error fepul’s,but here not so clearly one as to
require conjectural emendation of the text (a$lirmand17).

line 32.bid ungrateful bid the ungratefull989. This novelty apparently
resulted from a simple mistranscription or typo.
Song. Hope

This, like the two previous poems, may also have been authored by Eliza-
beth Shelley. Whoever originally wrote it probably did so hastily (note the
August 1810 date appended to it). Perhaps the printer then made some

Commentary for Pages 14-16 171



erroneous changes and PBS compounded them while revising the proofs of
his sister's poem. As Matthews and Everest not9i@9 (101),lines 5—

10 echo the idea of the opening lines of Thomas CampibesPleasures

of Hope (1801 et seq.), the heart of which reads: “Why do those cliffs of
shadowy tint appear | More sweet than all the landscape smiling near? | 'Tis
distance lends enchantment to the view, | And robes the mountain in its
azure hue” (I, 5-8). If PBS suggested the subject to Elizabeth Shelley, she.
with or without PBS’s suggestion, turned for inspiration to the period’s best-
known poem on the subject of hope.

lines 6—7.In 1810the punctuation ending these two lines makes no sense,
for the sentence that begindiat 5 continues at least to the endBoiVe

have removed a colon from the endiné 6 and changed the period after
brow to a comma, while also supplying a needed apostrogiiedatains

line 9. expectation’semended from “expectationsL§10 to the posses-
sive singular because expectation (i.e., hope) is addredsed irb as [a]
sweet deceiver(g¥ee note below) and the pronouns referring to that word
are singular.

lines 13—14 yvermeit misspelled “vermiel” inL810 (PBS’s characteristic
transposition of ande). We have also emended the erroneous punctuation
of these lines, changing the semicolon at the ed@ ¢£810) to a comma

and the comma endirity4 to a period.

line 15. deceiver emended from “deceivers1&10 because the pro-
nouns referring to this word are singular: ¢hg, 20 andthee(19). Though

the apparent grammatical antecedent of deceiv@imvers(13), perhaps
leading PBS to changkeceiverto “deceivers” in proof, its logical anteced-

ent isexpectation9). As noted above, the referenceeipectation’s ray

(i.e., hope) aa sweet deceivararallels “Hope, gay deceiver” in line 47 of

the second verse letter, and the similar phrases suggest that both poem
were originally written by Elizabeth Shelley, although this one was probably
then revised—and muddled—in proof by PBS.

line 19. The use of _Godh this line and_sinn 20 may signal Elizabeth
Shelley’s authorship. The infrequent appearances of the latter word in PBS’s
poetry usually occur either in speeches by villains or in sardonic comments
on popular superstitions.

Song, Translated from the Italian

The first stanza of this poem is plagiarized, as André Koszul noted in 1929
(Modern Language Notekl:42-43), from a quite different “Song” EEnglish
Lyricksby William Smyth, a prominent Cambridge don (1765—1B4¢B).
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The first and second editions of Smyth’s collection came out in 1797 and
1798, but the song in question first appeared in Volume Il of an expanded
edition published in 1805 and reissued in 1806 and 1815. In the BL copy of
the 1806 edition, Smyth’s “Song” (two stanzas, 16 lines) appears on Il, 40;
its first four lines are identical to the first stanzaM&C except for the
words underscored:

Oh! what is the gain of restless care,
And what isambition’s treasure,

And what are the joyghichthe modish share,
In their haunts of sicklyleasure.

Smyth’s “Song” goes on to praise the beauties of nature, while t&Gn
concerns home, hearth, and husband, suggesting that it was written by Eliza
beth Shelley. PBS wished to manage or reform the world, and in his poems
he usually scorned a life of unambitious retirement; if he had added a poem
to the thematic introduction from Smyth, he would have been more likely to
take up the theme of nature versus society found in Smyth’s original. Per-
haps PBS quoted Smyth’s opening lines to Elizabeth Shelley to help get her
started on a poem.

Song. Translated from the German

PBS is almost certainly the author of this piece. The German literary tradi-
tion fascinated him at this period, and though Hogg claims that he did not
learn the language till 1815, Medwin dates this study much earlier. Leland
R. Phelps argues that PBS'’s literal translations fi@ust, which Phelps
describes as written on paper watermarked with a posthorn in a crowned
shield and countermarked “C Wilmott | 1810"—paper used by PBS only at
Field Place and at Eton—date from 1810 or 1811 (“Goeffaaistand the
Young Shelley,” inWege der Worteed. D. C. Riechel, 1978, 310-11). In
BSM,Murray opts for a later date (XXI, 476), but we note that E. F. Graham’s
friend Joseph Gibbons Merle, in his “A Newspaper Editor's Reminiscences,
IV” (Fraser's Magazine23 [June 1841)), tells of seeing PBS after his
expulsion from Oxford, when he was trying to get London publishers to
purchase two of his “translations from the German, which were written in a
common school copying book” (703).

In any case, the sentimentdiimes 5—8could almost be taken as PBS’s
credo in 1810, and3—16depict the reward of love that he hoped for. We
emendl810only by providing apostrophes for the possessivésmes 3
and12, which PBS probably omitted due to the influence of the theory
propounded irEntick’s New Spelling Dictionar{see the general Com-
mentary orv&C, page 154).
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The Irishman’s Song

This poem is clearly by PBS, whose signature may be seen in both its
subject matter and its militant political rhetoric. His model here was Scott’s
early patriotic poetry, but the cosmic, apocalyptic sweep of the language is
his own. PBS’s inspirations (5989 notes) also include Mooresish
Melodies(1808) and particular poems of “Ossian” (i.e., James Macpherson,
1736-96 DNB). Textually we have added one apostrophd 81.0: for
ancestorsin line 6.

line 12.The dread vyell of SloghatSlogan” or “slughorn” (from the Gaelic
sluagh-ghairm,or “host-shout”) was a war cry of Gaelic-speaking clans
of both Scotland and Ireland. One likely poetic source for PBS is Scott's
Lay of the Last Minstrel"To heaven the Border slogan rung, | ‘St Mary
for the young Buccleuch!” (5th ed. [1805] IV.xxiv; 9th ed. [1808] IV .xxvii),
but we have not identified an exarecedent for PBS’s sfling Sloghan
According to Chadwyck-Healdyion, the word appears as “slogan” twice

in Scott’s edition oMinstrelsy of the Scottish Bordér802; Scott's origi-

nal poems not yet being in the database) as a clan war-cry, but all four use:
by Chatterton that are listed are modernizations of Chatterton’s word
“slughorne” or “slugghorne”—defined iRoems supposed to have been
written at Bristol by Thomas Rowlég@ambridge: printed by B. Flowers,
1794) as “Warlike instrument of music” (92) or “A kind of claryon, or war
trumpet” (139). PBS, while taking his meaning frivimstrelsyor Scott's

Lay, may have changed the spelling through misremembering Chatterton’s
archaism.

line 15.0r] As 1989.Matthews and Everest emend on the presumption
that Oris “a printer's misreading,” but it seems to us to be correct: the
fallen heroesre eithestill convulsedn the agony of dying, aire already
ghosts cring for vengeance

Song (“Fierce roars the midnight storm”)

The subject matter—a man vows to be faithful to a woman who has been
seduced and abandoned by a false lover—might be attributed to either Eliza-
beth Shelley or PBS (who employs it in the subpldétolirv), but its rela-

tively sophisticated metrics and rhetoric (perhaps derivind,9&9 sug-

gests, from Fitz-Eustace’s song in Canto Ill.x—xi of Scdtzamion,one

of PBS’s favorite poems) and its gory denouement, in which the woman

dies and the forsaken man vows to expire on her grave, point to PBS as the
likely author.
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Song. To———— (“Ah! sweet is the moonbeam”)

This poem was written by PBS to Harriet Grove during the height of their
correspondence following the Grove family’s visit to Field Place and Lon-
don in April and May 1810. It recalls the “walk in the evening to Strood by
moonlight” that PBS and Grove took on 17 April and that PBS first com-
memorated inSong (“Come ——— ! sweet is the hour”which
treats in the present tense what the poet here recollects with emotion as h
later revisits the scene of the lovers’ walk.

When PBS wrote out the first four and a half lineSafg. To———
—— for Hogg, pretending that it was an example of verse written by his
sister (MS Pfz; se8Cll, 627), he stopped just before the part that reveals
it is a love poem, for he did not wish Hogg to think that Elizabeth Shelley
already had a lover. There are no substantive differences beh@d€n
and the fragment in MS Pfz, though the latter is more lightly punctuated.

lines 1-5.The rhetoric of these opening lines, which name three things
that are_sweebnly to top them with a fourth that Bveeter probably
derives, either directly or through other poets, from PBS'’s favorite passage
in Lucretius’sDe rerum naturathe opening of Book II, which PBS quotes

in a note toaQM V.58 (1813,137; emphasis added):

Suavemari magno turbantibus sequora ventis

E terr& magnum alterius spectare laborem;

Non quia vexari quemqguam ‘st jucunda voluptas,
Sed quibus ipse malis careas quia cersae/e’st.
Suaveetiam belli certamina magna tueri,

Per campos instructa, tua sine parte pericli;

Sed nildulciusest bene quam munita tenere
Edita doctrina sapientum templa serena,; . . .

Ah! sweet is the moonbeam that sle@pse 1) also echoeBlerchant
of Venice(V.i.54), in the love scene between Lorenzo and Jessica, a sub-
ject of PBS'’s lifelong interest: in 1812, Harriet Westbrook Shelley copied
ten lines from this scene (including this one) on fol. 17 verso of her com-
monplace book (MS, Washington State University), and in a reported de-
bate with Byron in 1822 on the nature of poetry, PBS used “How sweet the
moonlight sleeps upon this bank” to exemplify how a line of poetry, as well
as a drama, can be “a whole, beautiful in itself” (see Fdoidleyil, 424).
One parallel between Shakespeare’s lovers and PBS’s romances with bott
Harriet Grove and Harriet Westbrook was that the fathers of the young
women opposed their daughters’ suitors. For this situation as a stimulant to
PBS’s romantic and literary interest, see ReimdfTbe waters are flash-
ing” (The Fugitives),in MYR: Shellewlll (1997, 109-12).

Commentary for Pages 18-20175



line 8. ——: The metrics require two syllables; at the beginning of the
PBS-Grove relationship, all the Groves referred to PBS as “Bysshe” (pro-
nounced “Bish”), as he was called at home; but after an evening téte-a-téte
at the Groves’ London lodgings on 27 April 1810, Harriet Grove’s diary
began to refer to PBS as “Percy” or “P” rather than “Bysshe” or & (

Il, 577; Hawkins,First Love,38). PBS became “Shelley” only after his
elopement with Harriet Shelley and his break with his family, who shared
that name.

line 9.winds sighing Though an apostrophe might be added to maids
into a possessive (singular or plural), the text makes perfect sense as i
stands.

line 13.dearest friendThis phrase andearest on€l5), both vocatives,
would conventionally be preceded by commas and followed by exclamation
marks. PBS may have neglected to punctuate this poem formally because
he originally wrote it as a personal expression sent to Grove; or he may
have felt that such internal punctuation impeded the rhythms of his verse.
Since throughout his career PBS continued to punctuate more lightly than
was customary, presumably to facilitate the flow of his verse, it seems more
important to call attention to his departures from standard practice and their
possible significance (or lack thereof) than to attempt to regularize the punc-
tuation of his released texts.

Dateline. An apparent error ii810omits the comma after Augustve
have inserted the comma to make this dateline conform with the others in
the volume.

Song. To ——  (“Stern, stern is the voice”)

PBS probably wrote this poem; one piece of inverse evidence for his au-
thorship is that he transcribed for Hogg eight and a half lines of it from
memory, along withiCold, cold is the blast’(above), which is certainly by
PBS, who told Hogg that these lines were the work of Elizabeth Shelley in
order to impress his new friend with his sister's poetic ability (see Hogg,
Life, ed. Wolfe, I, 126SCIl, 627, which transcribes MS Pfz). The MS in
Pfz—not part of a letter—dates from the autumn of 1810, probably in late
October or November, early in the college friendship of the two young men.
Since PBS was writing down fragments of this poem from memory, as well
as altering words in order to make Hogg believe that Elizabeth Shelley was
the author (e.g., changing some pronouns from masculine to feminine), the
textin1810is the only proper textual authority, but since the corrupt ver-
sion in MS Pfz was published by Hogg inltife of PBSdecades befoé&C
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was discovered, the version in MS Pfz was followed by several early edi-
tors, and we collate MS Pfz as one primary textual authority.

The subject and tone tbtern, stern is the voiceapproximate those
of the love poem preceding it W&C, which is surely by PBS; the poem
also contains the image of the wounded deer, on which PBS drew through-
out his career, as well as Gothic touches characteristic of his early work.
Though we believe that this composition was mainly by PBS, this may be
another place where he completed or revised a poem with some lines com-
posed by Elizabeth Shelley and where Jack Stillinger's concept of collective
“authorship” should come into play.

The theme of the poem—that death is better than banishment from a
beloved—suggests that it was written by PBS after Grove or her family
became angry with him over some offense in one of his letters. PBS may
here be equating his suffering in his estrangement from Grove to her sor-
row over the recent death of her sister Louisa ‘(€edéd, cold . . . ,” 9,
note).

line 1. fate’s fearfull commandwe have added the apostrophe to fate’s
but have left fearfulls it appears i1810.As with the wordblissfull in

Song. Sorrow, line 4, the final doubled consonanfearfull is uncharacter-

istic of PBS’s mature orthography. Perhaps the Phillips printing family (who
may have fought to keep the doulletheir name) spelled words ending in
-full with the final consonant doubled, or perhaps Elizabeth Shelley did so.
In the second case, there is still a question as to whether the poems in whic
these variant forms appear were composed by Elizabeth or were merely
transcribed by her from PBS'’s rough copies. We know from her transcrip-
tion of PBS'sA Cat in Distress(see frontispiece) that she had a much
more legible copying hand than did PBS at this age.

line 7. heart-stricken deeflhe tone of this image (which PBS use@anci
1.i..12-13; Epipsychidion,272; andAdonaisxxxiii.9) relates it closely to Cow-
per's Taskiii.108-11 — “l was a stricken deer, that left the herd | Long since
... | To seek a tranquil death in distant shades"—rather than to Cowper's
probable sourcés You Like Itl.i, where Duke Senior’s courtiers joke about
Jaques’s moralizing over “a poor sequestred stag, |fidvat the hunter's

aim had ta’en a hurt” and report with glee his “weeping and commenting |
Upon the sobbing deer” (“Sweep on, you fat and greasy citizens”). But the
issue of PBS’s source is complicated by sentimental paintings of “Jacques
and the Wounded Stag” produced by contemporary artists to illustrate
Shakespeare’s plays. lhhe Boydell Shakespeare Gallemsdited by
Frederick Burwick and Walter Pape (1996), Burwick discusses not only
William Hodges’ painting, which hung in John Boydell's Shakespeare Gal-
lery in Pall Mall, and prints of it, which appeared in Boydell's edition of
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Shakespeare’s works (1802-5), but also subsequent oil paintings of the sub:
ject by Sir George Beaumont and John Constable (12—-14).

line 18.Memory’s ear Though it may not be the “source” for a phrase that
could grow naturally out of the context of this poem, there is a parallel use
of “Memory’s ear” in line 22 of Charles LambBo Charles Lloyd, An
Unexpected Visitorfirst published in 1797 with the second edition of
Coleridge’'sPoemswhere PBS could conceivably have seen it.

Saint Edmond’s Eve

On PBS's plagiarism dfhe Black Canon of EImham; or, Saint Edmond’s
Eve,see the “Plagiarisms, Authorship, and Title” section of the introduction
to V&C. PBS probably chose to pad his volume with the poem by M. G.
Lewis because he had memorized it and could copy it out as though it were
his own composition. But, if so, why had he memorized this particular poem?
Any answer, however conjectural, should recognize Ta#ts of Terror

(both in 1801 and 1808) opens with a seven-page verse dialogue betweel
“Author” and “Friend” on the taste for Gothic literature; when “Friend”
attacks it, “Author” replies in this vein (4):

My mind unalter'd views, with fix'd delight,

The wreck of learning snatch’d from Gothic night;
Changed by no time, unsettled by no place,

It feels the Grecian Fire, the Roman grace;

Yet still the soul fovariouspleasure form’d

By Pity melted, and by Terror storm’d,

Loves to roam largely through each distant clime,
And “leap the flaming bounds of space and time!”

By liting a prominent poem frorales of Terrothat defended the Gothic
mode as a mind-liberating force, PBS would thus (if readers recognized his
plagiarism) provide a vindication of his own Gothic poems that follow it.
The plot of The Black Canon-vengeance by the ghost of a nun upon
an ecclesiastical superior who had first seduced and then murdered her—
accords not only with Gothic conventions but with PBS’s general sense of
justice, as well as tensions within his own family, since Timothy and Bysshe
Shelley, both of whom he despised, had fathered illegitimate children. (For
the relationship of PBS’s temperamental predispositions to his continuing
interest in Gothic literature, see Reim&omantic Texts and Contexts
[1987], 347-53.) But probably the main reasons PBS incluitieedBlack
Canonin the volume were that PBS had memorized it (and could, there-
fore, fake its composition in front of a witness, such as Elizabeth Shelley)
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and that it was thematically related to the poems of his that folloW&@
(or, rather, his poems relateThe Black Canongne of their models).

Since theV&C text ofSaint Edmond’s Evas a nearly literal transcrip-
tion of the work of another poet, we have simply transcribed the text as it
appears ii810and collated that againehe Black Canoim two editions
of Tales of Terror(1801 and 1808) and the “facsimile” ¥&C (1898).
The Historical Collations dbaint Edmond’s Eveare briefer, because the
poem did not appear in any edition of PBS’s poetry published 30,
and since Matthews and Everest omit this poem 680 0on the grounds
that it was not written by PBS, the only authorities 4804 (with
Matthews’s updating of that edition 970, 1927,and1972.

line 1. black CanonGilbert White describeBlack-Canonof the order

of St. Augustinecalled alsoCanons-Reguldras “a kind of religious”

who lived communally and “were bound by vows to observe the rules and
statutes of their order . . . whose discipline was less rigid thanah&s

(The Natural History and Antiquities of Selbofd&89]; ed. L. C. Miall

and W. W. Fowler [1901], 257-58n).

line 11.pour o'er its gravePBS’s substitution of this wording for the text in
The Black Canorf‘breathes o’er its grave”), his similar verbal substitu-
tions inlines 22, 40, 49, 56, 64, 83, 91, 95, 184d107, and his more
substantial garbling of the text ¢éihes 85—-88are more likely to have
resulted from imperfect memorization than from faulty transcription. To-
gether with the numerous variants in punctuation and orthography, they
show that PBS was quotinghe Black Canorfrom memory, rather than
copying a printed text.

lines 71-72.it wildly talks, | And calls The second edition ofales of
Terror (1808),1898,and the historical editions we collatet304, 1927,
1970,and1972—all substitute “call” forcalls, leaving the ungrammatical:
“Of thee! Black Canon, it wildly talks, | And call on thy patron saint—"

Revenge

This dramatic narrative, largely in dialogue, follows the pattern of the Gothic
tales in verse of M. G. Lewis, Scott, and other British poets of the first
decade of the century, a form that they, in turn, derived from Bishop Percy’s
collectionReliques of Ancient Poetrfd 765 ff.) and the art ballads of
German writers of the late eighteenth century, which were translated by
Lewis, Scott, and others. PBS presumably wrote this poem, there being
nothing in subject, style, diction, or orthography to link it with Elizabeth
Shelley.
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As 1989details, the names and some incidents in the poem have direct
parallels in Lewis’sThe Monk(1796) andTales of Wonde(1801), and
with Charlotte Dacre’gofloya; or, The Moo(1806); the meter (4989
notes) is that ofhe Wanderer of the World Scott’s earlieApology for
Tales of Terro(Kelso, 1799). An Agnes not only figures in the ploté
Monk,but she—like PBS’s heroine here—remains etymologically correct
by becoming a sacrificidhmb.

The plot olRevengdraces the vengeance of an illegitimate half-brother
(PBS had one) on the legitimate heir for their father's betrayal of the
avenger's mother—a pattern paralleled in PB&astrozzi(published in
Dec. 1809, but dated 1810). Though Cameron dates the composition of tha
novel between March and August 188%(303) and Matthews and Everest
date its completion in September 1829&91, 26), both datings are con-
jectural. In fact, a letter from PBS dated 7 May 1809 to “Messrs. Longman
& Co—" speaks of a novel in progreds(tersl, 4-5) and an unpublished
one dated 13 July 1809 to an unnamed publisher (which will appear in the
Retrospective that will opesC IX) refers to a novel then finished and
ready to submit. Unless that novel was a lost wddstrozziwas com-
pleted long before this poem (datelined December, 1&0#l may well
have provided a scenario for it. The innocent woman killed soon after her
wedding as a vengeance upon her husband would reappear more memore
bly in Frankenstein.

line 1.whistles emended from “whitsles”1@10). No dictionary or usage
known to us includes “whitsles” as either a valid word or a variant spelling.

line 3.thunder’'s emended from “thunders1810. Though William Crakelt,

the editor of later editions @&ntick’s New Spelling Dictionaryobjected

in a note that an apostrophe for the genitive case should be unnecessary, i
the 1805 edition, the rule appears: ‘tlemitivecase is formed by addisg

with anapostropheto thenominative:as, menmen’s;ox, ox’s” (ix).

line 4.love.—": Several editors (or their copyeditors or compositors) move
the end quotation marks from the end of the line, placing them between the
period and the dash. Because we do not fully understand the conventions
on the placement of quotation marks in PBS’s day—and thus do not know
whether such a change affects PBS’s intention—we fdll8®0 here.

line 6. Strasburg This spelling of the name of the Alsatian capital, the
scene of an adventure in Lewidae Monkjs an English form (found in
the first edition ofEncyclopaedia Britannical 771) that differs from the
contemporary French and German spellings of that name.

line 7. ancestors’emended to possessive plural; note their rem@ns
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line 10. ‘il dawn: Though the metrics might seem to require before
dawn the pause required by the caesura béiitbrevould fill out the met-
rical line, just as in music a rest fills out the measure.

line 17. Thoughl989suggests emending the finfd\e, tomy love (without
actually doing so), the repetition effectively intensifies the emotion of
Adolphus’s declaration.

line 20.maw"—: The dash and lack of a full stopliB 10may suggest that
Adolphus has not finished speaking before Agnes breaks in with her equally
emotional response.

lines 21, 24, 53Vocatives, or phrases of direct address, sasltoved
Adolphusand _dearest Adolphu®r similar addresses tAgnesin 5, 12,
and17) would conventionally be set off from what precedes with a comma
and followed by an exclamation mark, but PBS may have intended to omit
such punctuation in hurried, emotion-filled exchanges, while including it in
line 45, at the solemn and measured opening of the speech by Conrad’'s
Spirit. We delete the quotation marks that appear at the dimted®4 in
1810because Agnes continues speaking in the next stanza.

line 30. lightning’s: We have emendeii810s reading to the possessive
singular (rather than plural) becaus@mlightning is characterized as sin-
gular.

blue fire-light Though carrying benign connotations when associated with
eyes, sky, or sea, blue was conventionally related to death or the supernatu
ral when a body or a light turned blUE989 cites examples from Gothic
works andRichard 11l (V.iii.180); see also S. T. Coleridge’s “famine or
blue plague” inFears in Solitude91. Parallel uses by PBS inclu@

[.4; Alastor, 216; andLaon Ill.xxvi.1, VI.xlviii.9, and X.xx.1. As can be

seen in PBS’s verse letters to Edward Fergus Graham (see pp. 140-44 an
Commentary)blue carried strongly negative personal associations for PBS.

line 42.0n his family estates, PBS would have observed “gossamers’—the
tiny filaments of broken spider webs that autumn breezes stretch out from
vegetation and blow across thelds, and the wordossamembecame a
promnent literary word in the nineteenth century. It was employed before
1810 by such poets as Charlotte Smith, in the titles of two dElleegiac
SonnetsColeridge, in the 1798 version Ahcient Mariner;and both Anna
Laetitia Aiken (later Barbauld) and Mary Robinson in poems addressed to
Coleridge. The word was also used in poems by Robert Bloomfield,
Southey, Henry Kirke White, and several others before PBS used it here,
in QM |, 120, inLaon Xll.xxxii.6, and in his letter of 15 February 1821 to
Peacock, where PBS calls himself “the Knight of the Shield of shadow &
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the lance of Gossamere™—perhaps an allusion to himself as a Don Quixote
figure (seelLettersll, 261, andSCX).

line 43.Here PBS uses saather than his preferred spelling, “sate,” per-
haps to avoid creating assonance wggdiwe so strong as to suggest an
internal rhyme.

line 44. We emend “meteors” to a possessive, judging from the syntax of
the previous lingterror is Like . . . blazg that blazeis a noun; the text of
1810would not need emendation heréliazewere intended as a verb,
with meteorsas its plural subject. In PBS’s dageteorreferred to any
meteorological phenomenon—not necessarily matter from outer space flam-
ing through the Earth’s atmosphere, but here PBS’s use seems close to th
modern meaning.

line 45.PBS’s change in the method of identifying the speakers, from hints
in the dialogue to a centered designation of each new speaker above his o
her speech, changes the nature of the dialogue (both in this po&inaestd,

which follows) from the genre of the ballad, connoting the historical past, to
the immediacy of a drama played out before the reader’s ey&98,
Matthews and Everest add quotation marks in the dramatic speeches, pro:
ducing quotation marks within quotation marks.

line 48.The end punctuation is a period; in the BL copy&i0,the ink is
smeared, and in photocopies it could appear as a comma—though it doe:
not in the facsimile of the same copyl 8L Othat appears in Lookeshelley,
Trelawny, and Henley.

line 53.seize corrected from “sieze1810 (a characteristic PBS error).
line 55.whirlwind’s: apostrophe added &B810text.

line 60.1to the sky— This seems an important early example of PBS’s
transvaluation of traditional symbolism; instead of carrying the innocent vic-
tim downto Hadegline 54), the demon carries hep, toward the seat of
traditional theocratic power (cf. Jupiter frometheus Unbounyl

line 62. The comma and dash at the end of this linESh0, like the dash

at the end 060, do the rhetorical work of periods, colons, and other fixed
punctuation, while maintaining the sense of movement and excitement. PBS
seems to have known what effect he wanted here, even though—or be-
cause—it i;not conventional.
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Ghasta; or, The Avenging Demon!!!

This strange and confusing poem employs the metdrhef Sword of
Angantyr, one of Lewis’s translations from the GermarTales of Won-

der. (Thematically this translation relates closely to PBR&gengeabove.)
Ghastais the first poem that PBS published on the legend of the Wandering
Jew, who remained a central focus of his imagination—in some sense his
personal surrogate—from this time througtellas, his final major pub-
lished work (1822). In the CommentaryWdJ, we discuss PBS’s interest

in the myth stimulated by an English translation of Christian Friedrich Daniel
Schubart'Der ewige Jude. Eine lyrische Rhapsodie,unrhymed po-

etic fragment (111 lines of varying length), written in 1783 and published in
1786, which PBS probably encountered in a prose translation in the London
monthly La Belle Assembléglan. 1809, 19-20), where it had been re-
printed—with errors—from an 1801 issue of another London periodical.
Though January 1809 thus marks the earliest date by which PBS encoun-
tered this German source of the legend, on which he was also writing his
much larger poer#/J, PBS presumably recognized its protagonist from his
earlier reading of Lewis'The Monk.As Helene Richter pointed out in
1899 Englische StudiexXXVI, 138-44), much ofGhasta derives from

Don Raymond's tale of the Bleeding NurTine Monk(Chap. 4), on which
seeWJ Commentary.

Those unfamiliar withThe Monkmay welcome an outline G&hastds
tangled plot. A medievalvarrior, who seeks shelter at an inn from a storm
and_Fiend-like Goblinsconfronts a strangeio whom he feels impelled to
relate his encounter with a mist-like spirit who claims him as her love and
comes every night to embrace him. Tgteangereads thewarrior to a
heath and casts a spell that raises evil spirits, including the ghitsirea
once the betrayed love and now the succubus efdhngor RodolphThe
Stranger(who proves to be the Wandering Jeejnmands Ghastahief
of the avenging demons, to send the gho$theiresdo the cells of death
as Rodolph gazes upon the fiery cross on the stranger’s brow, he is strucl
by the cold wind of death and (we are left to imagine) his spirit joins Theresa’s
to await the Last Judgment.

In 1989, Matthews and Everest judge PBS’s poem to be very severe in
punishing mere sexual weakness or betrayal (I, 31-3ZyHauMonkand
other Gothic novels and poems of the period are full of similar terroristic
retributions, probably designed both to add a dimension of irrational excite-
ment for readers and to highlight (from a post-Enlightenment perspective)
the harshness of medieval “superstition”; moreover, PBS’s poetry (like W.
Wordsworth’s) usually judges such betrayals harshly. There is, as yet, no
evidence that PBS had at this date any reason (as Wordsworth did) to fee
personal guilt about a young woman whom he had seduced and then aban
doned.
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PBS’s headnoteThough the note ends with a periodlia10, smeared
ink in both BL and Htn could mislead readers into supposing the mark to be
a comma; in Tx the character is lightly inked, but clearly a period.

line 1. owlet flaps Medwin identified this phrase and stanza as “almost
taken” from ChattertorL({fe, ed. Forman, 45};989identified the poem as
“The Mynstrelle’s Songe” iElla (lines 885 ff.), and much this same phrase
appears in Chattertonilfie Tournamentine 56: “The flemed owlett flapps
herr eve-speckte wynge,” with “flemed owlett” defined as “Frighted owl”
(Poems . .. by Thomas Row[&éy94], 141).

line 16. Fiend-like In 1810 the hyphen is misprinted as a daidlg98
misprintsGoblinswith a lowercase.

line 21.reins misprinted as “reigns” in898(a good example of why one
cannot trust type-facsimiles).

line 33.blaunchedPerhaps PBS intentionally used this older form to add
to the archaic flavor, a la ChattertonQiM the word is spelled “blanched”
(VI1.158).

lines 36—47 Note that it is thetrangei(the Wandering Jew) who does all
the talking to this point, addressing the waragrMortal!

line 40.cypress trees and mandrakElsese Mediterranean plants, neither
one native to the British Isles, came to British writers from classical and
Italian literature. The cypress, sacred to Hecate, goddess of witchcraft and
queen of Hades, became a standard feature of literary funerals and cem
eteries (e.g., “Come away, come away, death | And in sad cypress let me
be laid"—Twelfth Nightl.iv.51-52; Milton’s sorcerer dwells “Immurd in
cypress shades”Gomusb21).

Magical powers were attributed to the mandraken{(andragora,of
the family Solanaced which had been used as a strong narcotic since
ancient times (se®thello I11.iii.330, Antony and Cleopatrav.4). The
roots of the plant, which has male and female forms, often resemble humar
figures and were thought to embody unquiet spirits who cried out when the
plants were pulled from the ground and could render “barren women fruit-
ful” (Encyc. Brit.,1771; see als@ruden’s Concordance to the Bible

lines 43, 44 We have added apostrophedidbtning’s andiwilight's and
the quotation marks required to close the Stranger’s speech at the end o
44,

line 47. The Wandering Jew, who cannot die, emphasizes the mortality of
others.

lines 49ff. From here tdine 136,the direct speeches of tiéarrior and
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the StrangefWandering Jew) are introduced by speech headings (as in a
dramatic text), while their reports of the speeches of others (such as that of
the succubus i@3-96 are indicated by quotation marks before each line.
We have, therefore, removed the opening quotation matkeat9 and
closing quotation marks at28, which do not follow this pattern and are
probably vestigial remains of an earlier system of reference in the MS that
PBS had abandoned but failed to eliminate consistently. See notego
169-76below.

line 49. We have emendetiB10s “whoso’er” to whosoe’er

lines 53, 55.These lines do not rhyme—a common enough occurrence
with the first and third lines of ballad stanzas generally, but unique in this
poem.

lines 59-60.These lines mean to say: “Fleeting as the cloud that hangs on
bog or on mountain stream.” The inversions that complicate the early po-
ems of PBS and his contemporaries result ultimately from their training in
Latin composition: in a highly inflected language like Latin, which can ac-
commodate such inversions without confusion, they were prized for adding
sophisticated variety to the versification. Milton and other Latin masters
reinforced the practice in English, but young or untalented poets often over-
used inversions, simply to help them maintain the rhyme scheme.

line 64.limbs: corrected from “limb’s™1.810.

line 70.th’ autumnal Such earlier poets as Pope, Cowper, and the young
W. Wordsworth and S. T. Coleridge (or their printers), when manipulating
the number of syllables in their poetic lines, elided neutral vowels with other
vowels that immediately preceded or followed, signaling such elisions (as in
French) by replacing the vowels with apostrophes. PBS used this conven-
tion sparingly throughout his career to clarify the meter of particular poetic
lines (see alddb1and197).

line 72.mandrake’'sapostrophe added to “mandrak&8710; see the note
to 40.

lines 73-76, 93—96Thou art mine and | am thipetc.: These formulaic
incantations derive from LewisBhe MonkSee the note 8/J 1.276-77.

line 79.tomb's. corrected from “tombs1810.
line 84.pleasure’scorrected from “pleasure4810.

line 94.Til . . . judgment dayin nineteenth-century Anglican doctrine,
which prided itself on returning to early apostolic Christianity, the souls of
the dead were believed neither to go directly to Heaven or Hell (as in Luth-
eran and Reformed theology) nor to pass through Purgatory (as most of
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the redeemed must do according to Roman Catholic doctrine). Instead,
they were thought to lie in their graves (the cells of diatime 180),
awaiting the coming of Christ and the resurrection of the body on the Day
of Judgment, when the archangel would sound his trumpet and the just anc
the unjust would assemble before the throne of God to be redeemed or
damned. For more detail, see the noté/tbll1.387.

line 102.man’s corrected from “mans1810.

line 106.seized corrected from “siezed!810.

lines 112—-28A succubus (female equivalent of incubus) was a demon in
female shape who forced sexual intercourse upon men in their sleep—
clearly a theological explanation of erotic dreams.

line 114. Other editors change tib “its”; but the Warrior seems to be
saying that thphantormwho sat on his begpoke in dollow voicethat was
as_low as the sourid some charnéinade by air rushing through its cham-
bers) that made-itthat is, theharnel-seem to moaiWe defer to PBS’s
knowledge of the environment and follow his text. As MWS writes in her
fragmentary “Life of Shelley” (begun in 1822 and consisting of Bodleian
MS. Shelley adds. c. 5, folios 113v—118r): “At his father's house where his
influence was of course great among the dependants, he got admission tt
the charnel house & sat harrowed by fear yet trembling with expectation to
see one of the spiritual possessors of the bones piled around him” (f. 116r;
BSM XXII, ed. Alan M. Weinberg, 1997, Part 2, 271). See dastor,

where PBS claims that he had made his “bed | In charnels and on coffins”
(lines 23-24).

line 115.In 1810the initial W of this line (on 57) is a malformed type that
seems identical with the initi#/in line 5 ofSong. Despaif19), suggesting
that the type of page 19 had been distributed before that of page 57 was se

line 128. scape Though 1898 adds an initial apostropD gives this
form—both with and without the apostrophe—as a poetic forescépe.

line 132.Follow, follow: an early premonition d?rometheusll.i.132.

line 133.tempest’s emended from “tempest§810.

line 136. The Stranges speech ends with his quotation of the ravens
reciting his own earlier wordg 7).

line 138.PBS rhymegrodewith nod(140). ThoughOED givestrodeas an
alternative past tense tread (fourteenth through nineteenth centuries), pro-
nounced as though rhymed witiode John Walker'Critical Pronouncing
Dictionary and Expositor of the English Langua@d823) listdrodeas the
preterit oftread, to be pronounced the sametrasl (0 as innot).
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line 166.In 1810the initial W is not just badly inked but is a broken or
malformed type character, yet different from thdtret 115.

lines 169—-76 PBS throughout this poem (and his career) had trouble re-
cording consistently the beginnings and ends of quotations, but here the
meaning is clear: he merely mixes two systems of reference, providing the
speech of th@hantomwith both a belt and suspenders.

line 171.flaming brow that is, the fiery cross mentioned in PBS’s head-
note.

line 177.seize corrected from “siezel1810.

line 185. The poet’s narrative resumes, following the final speech of the
Strangerwhose refrain is echoed by the thundethatWarriors death.

line 196.twilight's: emended from “twilights1810.

dateline.In January, 181®BS was probably at Field Place, on holiday
from Eton, engaged in writing/J and (perhapsjastrozzi.SinceGhasta
relates to both works in subject and theme, the subscribed date is plausible
and shows that PBS was seeking material to fill this volume among much
earlier poems that he may not have planned to include.

Fragment, or The Triumph of Conscience

It seems almost too pat that PBS should end his first poetic volume with a
fragment calledThe Triumph of Conscienceand end his poetic career
with a fragment entitled’he Triumph of Life. PBS’s authorship of this
early fragment is clear. Not only does it embody all his interests and stylistic
tricks, but he soon republished it in the first chapte$tdfv. Our notes to

that reprinting comment on the minor differences between the two texts.
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The Wandering Jew;
or, The Victim of the Eternal Avenger

Textual History

PBS'’s earliest references iive Wandering Jew (WJappear in his re-
cently discovered pocket diary for 1810 (Pfz); the page listing the week of
26 February contains a memo in which passages from Revelation 6:8 and
6:12 (see note at “.234.Footnote” below) have been copied out under the
heading “wandering JewsiC). On the lower part of the space for Thurs-
day (1 March) are the words “Parcel to Harriet.” Harriet Grove’s diary for
1810 alludes to the arrival of “a Parcel & letter from my Greatest Friend”
on 5 March, and in a partly canceled entry for 8 March mentions that she
“Shewed the Poem < ? > They < ? > think it
nonsense < ? >.” On 10 March, Grove wrote: “sent B[ysshe’s]
Poem away” $ClI, 571-72). These notations about a substantial (parcel
size) single poem probably allude to an early formA&f, a conclusion
further supported by an entry in Grove’s diary for 3 April 1810, in which she
notes reading “Raymond & AgnesSCII, 574), probably the play based

on the same subplot in the fourth chapter of M. G. Lewiks Monkthat
powerfully influencedVJ as we now have it (see “Sources and Influences,”
below). However, the relation between the versioldfthat PBS sent

her in March 1810 and the poem as it finally appeared remains obscure.

After PBS’s death, Medwin claimed that he and PBS together wrote
WJ during the winter of 1809/10, presumably during PBS’s Christmas holi-
day from Eton. If so, the unnamed poem sent to Grove in March 1810 may
have been a version to which Medwin contributed. Perhaps after the nega-
tive reactions of his Grove cousins and, it is said, an equally unflattering
appraisal by the poet Thomas Campbell (see “Medwin’s Claims,” below),
PBS revised the work completely, in the process eliminating or submerging
Medwin’s contributions.

Convinced that the version §¥J that survives is substantially PBS’s
composition, we shall trace its textual history before appraising in detall
Medwin’s claims to co-authorship. PBS first mentioned plans to piblish
in his letter of 1 April 1810 to his friend Edward Fergus Graham, saying that
he intended to bargain with “Jock” (Robinson, of G. Wilkie and J. Rob-
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inson, publishers atastrozz) to obtain “a devil of a price for my Poem &

at least 60£ for my new Romance in three volumes’—th&tigy (Let-

tersl, 6). But since Wilkie and Robinson were apparently unwilling to pub-
lish WJ on his terms, PBS may have revised it again before sending it, near
the end of the summer of 1810, to the Ballantyne brothers in Edinburgh,
printers and publishers of the poems of Scott. A letter from John Ballantyne
dated 24 September 1810 tactfully declined “the honour” of publishing it,
while indirectly warning PBS of the grounds for the refusal: “it is perhaps,
better suited to the . . . liberal feeling of the English, than the bigoted narrow
spirit . . . in this country. Even Walter Scott, is assailed . . . for having
promulgated atheistical doctrines in the Lady of the Lake.” PBS immedi-
ately forwarded this letter to John Joseph Stockdale and, denying that his
poem contained “Atheistical principles,” invited him to publist.ét{ersl,
17-18). In subsequent letters from Oxford on 14, 19, and 21 November
1810, PBS first asked Stockdale whether he had received the WS of
from Ballantyne, next offered to send Stockdale a second MS copy (pre-
sumably a safekeeping copy to which he added further revisions), and ther
mentioned this complication to Graham. On 2 December 1810, PBS re-
guested of Stockdale: “if you have got two copies of the Wandering Jew
send one of them to me, as | have thought of some corrections which | wish
to make” Lettersl, 23-24).

These references make clear that PBS had sent his second MS copy o
WJ to Stockdale in 1810, but when publishingsitockdale’s Budgéor 3
January 1827 the letter abatt) that PBS had sent to him and one that
Ballantyne had sent to PBS, Stockdale declared that “the poem of The
Wandering Jew never reached my hands, nor have | either seen or heard o
it.” He also wrote that he “much regretted” that Ballantyne had expressed
his concern with PBS'’s religious opinions “in a way far from discouraging
to their promulgation.” Stockdale’s motive for publishing his articles on PBS
in Stockdale’s Budgewas to shame Sir Timothy Shelley into repaying
Stockdale for his early losses from PBS'’s publications; denying that he had
seen and (perhaps) agreed to pubNshmay have been part of Stockdale’s
effort to create the impression that in 1810-11 he had discouraged any
unorthodox tendency in the writings of PBS and his friend T.J. Hogg. (All
of Stockdale’s statements are quoted or abstractedStookdale’s Bud-
getat BL.)

Common wisdom holds th&tockdale publishe8tockdale’s Budgedb
discredit the hypocritical British establishment for lawsuits that had driven
him into bankruptcy for publishing tidemoirs of Harriette Wilsorremem-
brances by a courtesan to the upper classes. But if the financial collapse in
1826 of Ballantyne, Constable, and their London partners, which ruined
many London publishers, was a proximate cause of Stockdale’s bankruptcy,
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he may have targeted the Ballantyne brothers and Scott, whom he could
embarrass simply by quoting publicly the Ballantyne letter that impugned
the taste of the Scottish reading public. Though John Ballantyne had died in
1821, readers in publishing circles very likely brought the account in
Stockdale’s Budgéb the attention of his brother James. Not long after
Stockdale published this account of the Scottish firm’s involvement with
PBS andWJ, there surfaced a MS &WJ still held by James Ballantyne.
Thus, Stockdale’s account of the poem may have stimulated the unearthing
of this MS and led to the first publication\&fJ.

On Saturday, 20 June 1829, Banburgh Literary Journal; or, Weekly
Register of Criticism and Belles Lettr@&.J) announced:

There has recently been put into our hands a manuscript volume, which we look
upon as one of the most remarkable literary curiosities extant. It is a poem in four
cantos, by the late poet Shelley, and written entirely in his own hand. It is entitled
“The Wandering Jew,” and contains many passages of great power and beauty. It
was composed upwards of twenty years ago, and brought by the poet to Edinburgh,
which he visited about that period. It has since lain in the custody of a literary
gentleman of this town [identified elsewhere as James Ballantyne], to whom it was
then offered for publicationE(J, no. 32, p. 41)

The next two issues &LJ (27 June and 4 July 1829) contain selected
passages o¥WJ, with prose summaries of sections omitted. Six months
later, on 26 December 1828| J published “An Incantation Scene” (i.e.,
Canto IV, lines 271-331) as “a poem, hitherto unpublished, by Percy Byshe
[sic] Shelley” (no. 59, pp. 425-26). These lines, perhaps added hastily as a
filler from a transcription made earlier by the editorbf] (rather than
from the original MS), may have less textual authority than the passages
guoted in June and July.

Two years after the selection appearedElnd, WJ resurfaced in the
June and July 1831 issues of the brash young London mdrtader's
Magazine for Town and Count(#M) (3, nos. 17 and 18), where it was
billed as a previously unpublished poem. The June isskE®l afontains a
critical essay on PBS’s poetry and his influence entitled “New Poem.—By
Percy Bysshe Shelley: The Wandering Jew. Introduction” (*529-536; the
pages numbered *529-*532 in this issue are extra pages inserted betwee
532 and 533. Perhaps the essay on PBS, delayed or altered because of tt
dispute withELJ discussed below, turned out to be longer than planned
when that issue oFM first went into page proof.) Although a remon-
strance against this publication appeared in the 9 July isEld (fee next
section below)FM for July 1831 (3, no. 18, pp. 666—77) contains what
purports to be the entire text of PBS’s poem as a work newly discovered.
But this text inFM (1831F actually omits many lines that appear in the
ELJ text (L829B.
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Analysis of the Textual Status

Bertram Dobell first compareti829Eand1831Fin The Wandering Jew.

A Poem,an edition sponsored by the Shelley Society (London: Reeves &
Turner, 1887; hereafter cited 4887D). Observing that each early text
contains lines or passages omitted from the other version, Dobell noted
PBS’s mentions of his two MSS &¥J and inferred from verbal differ-
ences betweeh829Eand1831Fthat they derived from these two distinct
MSS—1829Efrom the final copy and 831Ffrom the rough draft (xxxi).
Dobell's argument for a text that conflates what he believed to be different
versions, based upon two discrete MSS, was accepted, rejected, or modi
fied by successive editors: #892W, Woodberry went back to the periodi-

cal texts and distinguished their respective contributions by printiglin

ics those lines found only in829Eand printing in roman type those first
published inl831F, the authority that he preferred. Harry Buxton Forman
continued to accept Medwin’s tale that he was a primary authéd ahd

did not add to his Aldine Editiori892F a poem to which he had denied
entry in two earlier editions (see his rational@&7 6,1V, 317-18). Thomas
Hutchinson, who often followed Forman mechanically, omiifédl from
1904,as did both C. D. Locock from911 and G. M. Matthews from his
1970 redaction 0f1904. Though Ingpen includedVJ in an appendix to
Volume IV 0f 1927, he followed1892Win reversing Dobell’'s preference

by using1831Fas his basic text and printing lines found onlylB29E
within square brackets. 0972, Neville Rogers adopteti927s (errone-

ous) evaluation of the authority of the two primary textsls8®RWs prac-

tice of differentiating the two texts through typograpiy@72 followed
1831Fas copy-text, printing in italics the lines uniquel&29E.

Such editorial confusion should have been unnecessary by 1972, for
three decades earlier Adaline E. Glasheen, who wrote a thas3, trad
analyzed and (with the help of her husband F. J. Glasheen) discussed the
nature of the differences between the two texts in “The Publication of ‘The
Wandering Jew” lodern Language Revie®88 [1943]:12—17). That article
showed that botti829Eand 1831Frelief upon a single MSource. The
Glasheens quote the editorEitJ, who noted that his predecessor, Henry
Glassford Bell (identified ilDNB as having “started and conductétJ),
after publishing excerpts from the MS in 1829, lent this MS “to a gentleman
who was writing an essay on the genius of Shelley, with permission to
make a few extracts. That person copied the whole poem, and transmittec
it to Fraser. Upon [Bell’s] remonstrance that the poem was Mrs. Shelley’s
property, he wrote to Fraser requesting him not to print it. The bibliopole,
however, or his editor, persistedELJ, 9 July 1831, p. 24; quoted by
Glasheens, “Publication of WJ,” 14). Bell, we might further note, in a speech
made at the Scott Centenary Banquet in 1871, prided himself on being
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"the means of first giving to the world an unpublished poem of Shelley,
which he had left and forgotten in the hands of James Ballantyne, of
Edinburgh” Memoirs and Portraits of One Hundred Glasgow Men
[Glasgow: James Maclehose, 1886], |, 30).

The verso of the table of contents of Volume 3FM contains the
following notice: “An obscure cotemporarsid has accused us of an-
nouncing for publication Shelley’s Poem without proper authority.—We beg
to assure him, that we have the sanction of Mrs. Shelley. O.Y.” (i.e., “Oliver
Yorke,” the pseudonym &fM’s editor). MWS, who was busy during 1831
putting Trelawny’sAdventures of a Younger Stough the press and
negotiating with Sir Timothy Shelley about money for her son’s education,
gave no public sanction to the publication (possibly because he had threat-
ened to cut off her income if she brought PBS’s name before the public)
and left no record of such a request or permission in her letters or journals.
But with MWS living in London, it seems unlikely that a magazine published
there would make such a statement unless it were true.

In 1989,Matthews and Everest suggest that the “essay on the genius of
Shelley” by the literary gentleman who borrowed the MS might be articles
entitled “Percy Bysshe Shelley” publishedTiait's Edinburgh Magazine
in October and December 1832 (2: 92—103, 331-42). However, not only do
the antithetical political stancesTit's andFraser’'s make the linkage less
likely than might otherwise appear, but also the essagita mentions/\VJ
only in a brief footnote that displays no greater knowledge of the original
MS than what could be gleaned from the introductiob881F. The most
likely candidate for the unknown literary gentleman is John Abraham Heraud
(1799-1887DNB), the assistant editor Bfaser's and a poet himself, who
appears to have written the introductory essawtband editedl831F,
with the possible assistance of William Maginn, the editéiraker’s.For
the attribution, see Miriam M. H. ThraRebellious “Fraser’'s”: Nol Yorke’s
Magazine in the Days of Maginn, Thackeray, and Car{$834; New
York, AMS Press, 1966), 284-85, an attribution that is accepted in the
Wellesley Index to Victorian Periodicdl$, 327). The “unknown essay”
may well have taken the form of Heraud’s extensive introductory essay
evaluating PBS’s life and thought that appeard 881F itself and that
addressegVJ only briefly at its end. Heraud later published an even longer
essay entitled “The Poetry of Shelley”knaser’s for June 1838 (17:653—

76).

The Glasheens show tha831Fincludes many verse passages that
1829Ehad summarized in prose, wtil831Ftruncates other passages to
condensa/NJ, several times revising or rearranging words in the text to
maintain the rhymes or to avoid omitting elements necessary to the plot.
Our collations confirm the Glasheens’ conclusions. In the opening 100 lines
of WJ, for example, whil€ELJ substitutes a prose redaction F&8—89
and omits PBS’$ootnote, FM silently tightens and polishes the textdogit-
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ting words (.2, 21) and lines((14-18, 25-28, 39-40, 43-57, 98-}01
correcting syntaxi(13), and replacingleasedn .23 with charmedrom

the omitted.25. Instead of amalgamating two versions drawn from differ-
ent manuscripts, editors must, therefore, compare two texts abridged from
the same MS to posit the nature of their common original. The Glasheens
further argue that the underlying MS was not that originally sent to the
Ballantynes in 1810 but a revised version of the poem that PBS carried to
Edinburgh when he eloped there with Harriet Westbrook Shelley in August
1811. (As the notice i&LJ of 20 June 1829 put it, the MS was “brought by
the poet to Edinburgh . . . upwards of twenty years ago.”) The Glasheens
give as PBS’s motive for approaching Ballantyne again his lack of money
during the elopement journey; this is a possible but not necessary cause, fol
PBS could have opened his visit by asking what had happened to the MS
that Ballantyne had promised to return a year earlier, and after a friendly
exchange he could have offered his revised—probably less antireligious—
text in place of that version.

Cameron inYS (1950) endorsed the Glasheens’ arguments. Although
1989 was the first text 0#VJ to be based on their analysis, Matthews and
Everest contend that PBS did not give the Ballantynes a revised version of
WJ during his elopement journey in the fall of 1811, because the date sub-
scribed to the Preface (“January 1811") would have been prospective rather
than retrospective. According to tBkJ description, however, “the Pref-
ace bears internal marks of having been written after the poem” (27 June
1829), and because PBS revised the text in the late fall of 1810, the date of
that added Preface to his revised copy would naturally have read “January
1811,” inasmuch as books printed and released in the December book-
buying season were (lik&t.Irv) regularly postdated to January of the fol-
lowing year. Conversely, the preface of a copy that PBS submitted to the
Ballantynes in August or September 1810 was more likely to bear an 1810
date. PBS did not thoroughly revise the poem again in 1811, we conjecture,
but carried the text that he had revised for Stockdale late in 1810, exchang-
ing it for his earlier version when he met Ballantyne in 1811, in the hope that
he might like it better and publish it.

Additional evidence supports the Glasheens’ scenario: besides textual
evidence cited below, we note tHatJ three times describes the MS as
being a bound notebook: (1) its 20 June 1829 advertisement for the forth-
comingWJ begins: “There has recently been put into our hanusuau-
script volumé (italics added); (2) its description of the contents of the MS
on 27 June makes clear that the “volume” was a bound one—the pages of
which turned like a book; (3) in attackifdy for publishing the poem with-
out permission (9 July 18311 J again calls the MS “the book” (24). The
phrase “a manuscript volume” describes bound notebooks, such as the
Esdaile NotebooktheScrope Davies Notebookhe largearvard Shelley
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Notebook, and the three Bodleian notebooks containing his (heavily re-
vised) fair draft ofPrometheus UnboundProm), in which PBS custom-

arily both drafted his works and transcribed the initial coherent versions of
his poems that he retained as safekeeping copies. The MS uskt by

the other hand, may have been on loose sheets, since it was a transcriptio
(now lost or destroyed) made by the literary critic to whom the editor of
ELJ lent “this book.”

MSS that PBS sent to press were, however, customarily copied on loose
sheets, or else were, like the MS_.abn and Cythna(and MWS’s-ran-
kensteir), made up of leaves removed from the notebooks in which they
were first copied. Thus, the “manuscript book” was probably PBS’s safe-
keeping copy, which he sent to and then retrieved from Stockdale in 1810 so
that he could revise it. This could, then, be the revised text that PBS gave tc
Ballantyne in 1811 in exchange for the unrevised fair copy, presumably on
loose sheets, that he had originally sent to Edinburgh ca. 1 September 1810
After PBS retrieved this MS, it then became his new safekeeping copy.

Other Attempts to Publish

Hidden from clear view may be an occasion earlier in 1811 when PBS tried
to publishwWJ: Thornton Hunt, in his memoirs of PBS (reprinted in Ingpen’s
1903 edition of Leigh Hunt\utobiographyll, 27-28), reported that PBS

and Hunt met (in May 1811) after the young man, recently expelled from
Oxford, had submitted a “manuscript poem” to Hunt's kinsman Rowland
Hunter, the bookseller who succeeded to the St. Paul's Churchyard bookshoy
of Joseph Johnson, Mary Wollstonecraft's friend. Though Hunter found
that the poem “by no means suited,” he sent PBS to discuss the matter witf
Hunt, and their first meeting involved a long discussion of their respective
religious beliefsl(ettersl, 76-78SClIl, 769-75). As Cameron notes, PBS
had earlier written to Hunt, who may have been anxious to meet the young
man after hearing his story from Hunt&d|ll, 772—73)—or, perhaps, he

had acted as Hunter’s reader for the unnamed poem. At this\dhieas

PBS’s only poem of book length that had not already been published, and if
Thornton Hunt's reminiscence is accurate, then the approach to Hunter
must have involved it.

As late as 5 October 1814, after his elopement with Mary Godwin (later
MWS), PBS asked Harriet Shelley to “send . . . the Wandering Jew if it is
with you” (Lettersl, 405). This, apparently PBS’s last surviving reference
to WJ, suggests that he may still have been interested in revising and trying
to publish it from the version on loose sheets as late as 1814, though if this
was the version that Ballantyne had rejected as atheistic, PBS may simply
have been trying to retrieve the MS from his estranged wife and her family,
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legend of the Wandering Jew that he was then evoking in his fragmentary
prose fiction known aghe Assassing1814-15), for, as E. B. Murray
points out, PBS jotted down the following note on the first page of the
holograph MS oDn the Vegetable System of D{ftate 1814—late 1815):

“To write the Wandering Jew. A NovelP{osel, 394). Though Murray
suggests no candidat€he Assassings a fragmentary prose fiction that
seems to have been developing in this directionKsesel, 133—-39).

The cited and inferred referenced¥d make clear that PBS submitted
various versions of this poem for publication on at least three—and possibly
six—different occasions, if we count his sending to Campbell the text that
he and Medwin had written jointly (see below). PBS also drew upon both
the words and ideas ®¥J in later works. He probably would have been
pleased, then, to learn that in 1829 it finally reached an audience (albeit in
abridged form), perhaps because Ballantyne was trying to help a struggling
young liberal periodicalHLJ was published only 1828-32). Since we can-
not be certain whether the MS underlying the publicatiofd_thand FM
was one PBS completed and sent to Ballantyne in August or September
1810, a version revised while he negotiated with Stockdale in December
1810, or a later redaction given to Ballantyne during a visit to Edinburgh, we
place the poem’s date of release as ca. 1 September 1810, when he firs
sent the poem off to the Edinburgh publisher.

Medwin’s Claims to Joint Authorship

While tracing the textual and publication history of the versiowafthat

we include among PBS’s poems, we have dismissed Medwin’s claims to be
the co-author of these cantos. Now we must analyze and evaluate his as
sertions. InThe Shelley Pape(d833, Medwin declared that shortly af-

ter PBS was fifteen,

we wrote, in conjunction, six or seven cantos on the story of the Wandering Jew, of
which the first four, with the exception of a very few lines, were exclusively mine. It
was a thing, such as boys usually writeeatofrom different favourite authors;

the crucifixion scene altogether a plagiary from a volume of Cambridge prize poems.
The part which | contributed | have still, and was surprised tadtiaem verbisn
Fraser's MagazineThe Wandering Jew continued to be a favourite subject of
Shelley’s. In the notes of “Queen Mab” he gives the Legend, probably a translation
from the German, from which Byron took that splendid idea in Manfred—

Back,
Back by a single hair, | could not die.

Shelley also introduces Ahasuerus in his “Hellas.” Voltaire did the same in the
“Henriade.”
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As might be shown by the last cantos of that poem, whriaberdid not think
worth publishing, his ideas were, at that time, strange and incomprehensible, mere
elements of thought—images wild, vast, and Titanic. (7-9)

Medwin extended this account in bife of Percy Bysshe Shellgy847),
which we cite from Medwin’s revised version for a prospective new edition
(finally edited and published in 1913 by Forman). There Medwin said that
he and PBS first began writing alternate chapters of “a wild and extrava-
gant romance,” featuring “a hideous witch . . . whose portrait—not a very
inviting one—is given infThe Wandering Jew,. . almost versified from a
passage in olMightmarée (Medwin, Life, ed. Forman, 39). After quoting
the passage (IV. 171-90), Medwin writes: “Shelley having abandoned prose
for poetry, now formed grand design, to write a metrical romance on the
subject of the Wandering Jew, of which the first three cantos were, with a
few additions and alterations, almost entirely mine” (40). After repeating
what he had said iBhelley Paperdown to the plagiarism of the Crucifix-
ion scene, he adds:

The part which | supplied is still in my possession. After seven or eight cantos were
perpetratedShelley sent them to Campbell for his opinion on their merits, with a
view to publication. The author ©he Pleasures of Hopeturned the MS. with the
remark, that there were only two good lines in it:

It seemed as if an angel’s sigh
Had breathed the plaintive symphony [i.e., 11.196-97]

This criticism of Campbell’'s gave a death-blow to our hopes of immortality, and so
little regard did Shelley entertain for the production, that he left it at his lodgings in
Edinburgh, where it was disinterred by some correspondeRtaskr’s, and in

whose magazine, in 1831, four of the cantos appeared. The others he very wisely
did not think worth publishing. (40-41)

Medwin goes on to confess that “Shelley’s contributions to this juvenile
attempt were far the best” and prove “thus early he had imbibed opinions
which were often the subject of our controversies. We differed also about
the conduct of the poem” (41). He subsequently describes the translation
of Schubart's poem on the Wandering Jew as “the fragment, which I, not
Shelley, picked up in Lincoln’s-Inn-Fields (as mentioned in my preface to
Ahasueru} and which was not found till some of the cantos had been
written” (42) and discusses PBS’s use of the Wandering Jew in his later
works. He then mentions that “after Shelley had been matriculated, on his visit
to the Bodleian, the first question he put to the librarian, was, whether he hac
The Wandering JewHe supposed Shelley meant the Periodicarsitlied,
edited, | believe, by the Marquis d’Argens, who formed one of the wits
composing the literary court of Frederick the Great, but told him he knew
of no book in German by that name. . . . He was not aware thfxathe
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ment which | had accidentally found was not a separate publication, but
mixed up with the works of Schubargd], and had been copied, | believe,
from a Magazine of the day” (39-43).

Scholars have pointed to the many errors and contradictions in Medwin’s
various accounts; for a summary of the arguments against Medwin’s claims,
see Camerony'S,309-10. But the strongest evidence against Medwin’'s
authorship of any part of the present textV#d is his own volume
Ahasuerus, The Wanderer: A Dramatic Legend, in six fgaotsdon: G.

& W. B. Whittaker, 1823), published anonymously as “By the Author of
Sketches in Hindoostan, and Other Poems.” This volume, dedicated to Byron
“by his friend,” includes in the Preface a version of the legend that closely
resembles the prose translation of Schubart’'s German poem that PBS quote
both inWJ and in the notes tQueen Mab(QM). Medwin claims that at

Pisa in the spring of 1822, while PBS, Byron, and he were discussing the
note on the Wandering Jew iQM, PBS credited Medwin with having
found the translation of Schubart's poem; but, writes Medwin, “Though |
perfectly remembered the circumstance of having given the note in ques-
tion to Mr. Shelley, some fifteen years ago, | had a very vague recollection
of what it contained, nor at this distance of time can | trace its origin. Whether
it was translated by a German master who at that time attended me, from
his own language, or was partly his composition, and partly mine, or what its
real history is, | am at this moment entirely ignoraAfidsuerusyiii). By

1847, however, Medwin miraculously remembered far more about this and
everything else regarding the early history of PBS’s poem on the Wander-
ing Jew, including their joint authorship of it.

Medwin’s Ahasuerusexhibits none of the speciahgstor intensity of
PBS’sWJ and other early poetry, though it does share enough similarities in
plot with WJ for S. G. Andrews to claim that in 1847 Medwin’s memory of
WJ became confused with the memory of his own poem, which is in fact a
cento from different favorite authors and does have six cantos and a vision
in the third canto taken frohhe Monk Andrews points to the following
similarities in plot: in both poems the Wandering Jew falls in love with a
woman recently “rescued” from a convent to whom he confesses his true
identity in a dramatic scene and who eventually dies, and in both poems ar
additional central character threatens the Wandering Jew’s happirass-(
Shelley Journa?0 [1971]: 81-82). Set in the Greek Isles, Medwin’s poem
is light, escapist entertainment similar to a number of oriental tales written
by imitators of Byron’s early Mediterranean romances. Stylistically it is a
pastiche, with several works of PBS besiMé&kcareening through it. The
opening lines of Part Il (p. 9) resemble the last thirBmpsychidion:

It was an isle, the last of those that lie
Under the clear light of the lonian sky,
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Blue as the sea that laves it, all the strand

With crags is girt as with a cestus, and

For ever there the breakers leap and bound,

They sport and play with dolphin gambols round,
Exultingly—as if it were their own.

One little creek is there, one cove alone,

Save for a Suliote fisherman unknown,

Whose shatter'd bark in storms once found a home
Worn by the refluence of those waves of foam.

By page 15, couplets have given way to a flaccid blank verse with echoes
reminiscent ofAlastor and sentiments stolen straight from PBS’s fragmen-
tary essayOn Love(for Medwin’s early familiarity with and use of this

text, seeSCVI, 633-47):

He thirsted for his likeness, and he found
No bosom that could sympathise with his,
Or dive into the fountains of his mind’s
Deep mysteries; none who could hold intercourse
Or commune with his soul. There language seem’'d
As of a distant and a savage land,
Sounds unintelligible, that could make
No music to his ear, awake no chord
Of music in his thoughts; he spoke—and lips
Of mute and motionless ice replied to lips
Quivering and burning with the heart's best fires.

The derivative quality of Medwin’s mature “original” poetry eliminates
him as a serious contender for co-authok\&f, and his reputation as a
literary jackal, earned by his gossipy writings on his younger cousin and
Byron, may have been the catalyst that provoked him into claiming that he
himself had been the originator of the most ambitious of PBS’s juvenile
poems. Medwin (who was four years older than PBS) may well have be-
gun a novel with PBS, and the two schoolboys may even have composec
jointly such a seven- or eight-canpwoseromance on the subject of the
Wandering Jew as he describes. But the diction, the pace, and quality of the
verse, the metaphysical, religious, and psychological concerns, and the gree
intensity of the four-canto poem published \&d, together with all the
external evidence except Medwin’s own testimony, point to PBS as its sole
author. If he began to write a poem on the legend of the Wandering Jew
jointly with Medwin, he certainly recast and recomposed it from new ideas
that arose in the course of that juvenile joint effort. If PBS really submitted
the joint version to the judgment of Campbell and received a discouraging
verdict, he probably looked critically at the initial attempt, decided that
Medwin’s contributions were inferior, and discarded or rewrote them.
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Sources and Influences

PBS’s first attempt to publish a substantial poem that would occupy an
entire volume has as its tragic hero the mythic figure whom PBS also intro-
duced in his poetry iGhasta; or, The Avenging Demon!!!the final com-
plete poem irOriginal Poetry“by Victor and Cazire” {Y&C). That poem
depends on information about the Wandering Jew available in M. G. Lewis’s
The Monkbut we cannot be sure wheti@hasta was written earlier
than WJ, or was a spin-off needed to fill oM&C (of which it is the
penultimate poem), as PBS revised the early versidfafuring the sum-
mer of 1810. In any cas®¥yJ suggests a much wider range of knowledge
about the pan-European legend of the Wandering Jew.

George K. AndersonBhe Legend of the Wandering J@®vovidence,
R.l.: Brown UP, 1965; hereafteéregend/W) traces the legend from its
roots in folk myths beginning in the fourth or fifth century A.D., through its
full incarnation in the thirteenth-century English chronicles of Roger
Wendover and Matthew Paris (both of the Abbey of St. Albans and the
“sage monkish writers” that PBS may have consulted). Paris is mentioned
in a note on the poem entitlethe Wandering Jewn Bishop Thomas
Percy’sReliques of Ancient English Poei{y765 et seq.), which draws
upon the accounts of Matthew Paris, Calm@tistionary of the Bible,
and Volume Il, Book 3, Letter 1 dthe Turkish Spyan oft reprinted satire
on European religion and culture, disguised as a travel book, enttieds
Writ by a Turkish Spywhich first appeared as a whole in English in 1694
and which also contains anti-Cartesian philosophical and humanitarian themes
that would have interested PBS.

In any case, PBS knew enough of the tradition to comment on the con-
tradictory aspects of the legend, which Andersohgigend/WJiraces to
two biblical texts from the Gospel of John and their elaboration in oral tradi-
tion: one, based on John 18:4-10, concerns Malchus, a servant of the Higk
Priest, who came to arrest Jesus but whose ear was cut off by Simon Pete
and restored by Jesus; the other, based on John 21:20-22 (from which PB:
draws his first epigraph t@vJ), turns on Jesus’s saying that John might
“tarry” till the Second Coming. Over centuries of cross-fertilization and
moralistic elaboration, there grew up various traditions about a witness to
Christ's Passion who was immortal and expiated his guilt for rejecting or
harassing him by wandering the world (like Cain), sometimes witnessing to
Christ’'s power by prophesying or healing, but in other cases suffering end-
less tortures without being able to die. In most of the versions, the figure—
who eventually assumed the identity of a Jewish shoemaker of Jerusalen
named Ahasuerus iKurtze Beschreibung und Erzehlung von einem
Juden mit Namen Ahasver{i$02)—was remorseful and longed only for
rest.

George Crabbe ifihe Parish Registefl807) notes that among the “val-
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ued tomes . . . the pedlar’s pack supplied . . . The Wandering Jew has founc
his way to fame” The Poetical Works of the Rev. George Crajhbe-
don: John Murray, 1838], Il, 146). And, indeed, by the early nineteenth
century there were numerous popular English writings, both comic and se-
rious, drawing upon the legend of the Wandering Jew that PBS could have
known. Andrew Franklin’§’ he Wandering Jew: or, Love’s Masquerade
(1797), is a routine stage comedy of intrigue and disguise in which the young
hero courts his beloved disguised as “the rich Wandering Jew” to impress
her avaricious father. There survive also several eighteenth- and early-
nineteenth-century English chapbooks recording encounters with the Wan-
dering Jew at Hull and at Portsmouth. Some were published with the title
The Wandering Jew, or The Shoemaker of Jerusalem, who lived when
our Lord and saviour Jesus Christ was crucifiede adding at the end
of a long subtitletv which is added, his true description of Christ
while another, published in London between 1800 and 1809, cordains “
discourse with some clergymen about the end of the W@iitd.an-
other chapbook (ca. 1792—-1800) announces the arrival from Canada of ¢
Captain Williams and his ship, the Dolphin, carrying the Wandering Jew and
giving the text of a hymn that he sang when alone. Some of these publica-
tions were doubtless based on the regular appearances in England of chal
latans who pretended to be the Wandering Jew, a contemporary instance
being described by Southey in Letter LV oflhetters from Englan{L807
et seq.). Coleridge, who contemplated writing a romance on the Wandering
Jew, instead played upon the Wandering Jew tradition in creating the char-
acter of his Ancient Mariner (first published lityrical Ballads [1798]).
And even W. Wordsworth published a (forgettable) poem enSttetd for
the Wandering Jewn the second edition dfyrical Ballads (1800). All
these instances and more popular dramas and chapbooks (the largest co
lections being at Brown University, where Anderson taught, and at Cleve-
land Public Library) indicate that PBS'’s interest in the legend was neither
singular nor recondite, but his repeated uses of it throughout his career
show clearly both that the Wandering Jew had great personal resonance fol
him and that he did not view the myth as being either humorous or edifying
for pious Christians. For the relationship of the myth of the Wandering Jew
as the Romantics knew it to stereotypes of itinerant Jewish pedlars in eigh-
teenth- and nineteenth-century England, see Chapter 4, “Wandering Jews
Vagabond Jews,” in Frank Felsenstéinti-Semitic Stereotypes: A Para-
digm of Otherness in English Popular Culture, 1660-18Bthns
Hopkins UP, 1995), 58-89, 275-81.

Though Medwin, as we have seen, cited Voltaire’s introduction of
Ahasuerus inLa Henriade(his epic about Henri IV, “Henry of Navarre”)
and though many others have noted the elements of the legend of the Wan
dering Jew in Godwin’s nov8lt. Leon(1799 et seq.; by 1812 one of PBS’s
favorite works), the strongest literary influences on his early conception
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of the figure originated in Germany—notaBlgr ewige Jude: Eine lyrische
Rhapsodieby Christian Friedrich Daniel Schubart (1739-91), a poem that
focuses on Ahasuerus’s persistent defiance in the face of unspeakable tor
tures and suffering inflicted by an implacable God. PBS quotes one prose
version of this unrhymed poetic fragment (111 lines of varying length, writ-
ten in 1783 and published in 1786) in his note to 11I.19YMJf, another
version in a MS he apparently sent to Hogg from Field Place over the
Oxford holidays in late December 1810 or early January 1811 (see MS Pfz;
SCIl, 649-59), and a third in the notesQd (qg.v.).

Schubart himself had been driven from one German principality to an-
other for his attacks on feudal abuses and in 1777 was kidnapped and im-
prisoned for ten years without trial by the Duke of Wrttemberg for his
“ridicule of one of the Duke’s mistresses” (Victor Landdye Classical
Age of German Literature, 1740-1818ew York: Holmes & Meier,
1982], 84). He thus must have put much of himself into his portrayal of the
persecuted outcast. PBS encountered this outcry by a kindred soul in &
prose translation of (most of) Schubart's poem in the London mob¢hly
Belle AssemblééJan. 1809, 19-20), where it had been reprinted—with
errors—from another London periodical of 1801. Queen Mab,PBS
claims to have picked up just a fragment of this text in Lincoln’s Inn Fields,
near which his cousin John Grove lived, but was unable to discover either its
title or its author’'s name. He had reasons, however, for not wishing to quote
the whole document in his note@M, and the single page of his holograph
copy published by Hogg contains portions thatQiM, he claimed were
missing from the text he had seen. Medwin, who claimed credit for finding
the fragment from the periodical and giving it to PBS, perhaps owed his
knowledge of its discovery from PBS’s noteQd.

As Cameron shows in his analysis of the variant published &&is, (
649-59) and as our collations confirm, PBS’s source was the iskae of
Belle Assembléghus making January 1809 the earliest date by which PBS
could have encountered Schubart’s version of the legend. But he had ear-
lier been impressed by the mythic character in Lewiss Monk(a work
largely plagiarized from a German novel). He cribbed from the portrayal of
the necromancer ihhe Monkbefore the influence of the Titanic victimresister
of SchubartdDer ewige Jud@ppears in his work (see the noteGtmsta
in V&C). Medwin names other possible sources of information on the
Wandering Jew both in hishasuerusrolume (1824) and in his articles on
PBS in theAthenaeun(1832), and we feel that the portrayal of the rather
lonely, domestic Wandering Jew\idJ differs so much from the enemy of
the Deity’s injustice irQM that the character iWJ may well have been
conceived before PBS (or Medwin) discovered the translation of Schubart’s
poem. Possibly PBS’s desire to rewsd late in 1810 arose when he first
encountered that version, for the attitudes represented there appeal
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chiefly in WJ's fourth and final canto—the part with which the transcribers
of PBS’s MS seem to have had the greatest difficulty and which was,
therefore, very likely the most heavily revised.

Without question, then, the single most influential work on PBS’s con-
ception ofWJ is Lewis’sThe MonkWhereas local notes in our Commen-
tary point out various resemblances between the two works, one particular
subplot is so important tevJ that it requires some discussion here. The
Wandering Jew appears in the fourth chapter of the novel (\Vol. I, Chap. 1)
in a plot about Don Raymond, who has fallen in love with Agnes, a woman
promised to the Church and about to enter her novitiate. Raymond insteac
persuades the girl to elope with him during the night when the ghost of the
Bleeding Nun is said to walk the castle. Disguised as the ghost, Agnes is to
meet Raymond outside of the castle grounds. Ultimately, however, Raymond
unwittingly elopes with the ghost herself, to whom he vows eternal love in a
refrain that echoes throughout the chapter and is also ech@éit in

“Agnes! Agnes! thou art mine!
Agnes! Agnes! | am thine!
In my veins while blood shall roll,
Thou art mine!
| am thine!
Thine my body! Thine my soul.”
(ed. Howard Anderson [London: Oxford UP, 1973], 155-56)

The ghost subsequently has the succubus-like power to drain him of life,
until the Wandering Jew appears upon the scene to exorcise her, a feat h
can accomplish only by unbinding the band of black velvet around his fore-
head to reveal a burning cross impressed upon his brow. PBS appears t
have borrowed and collapsed the novitiate plot (perhaps by way of Radcliffe’s
The Italian;see Commentary tb183—-202 so that the Wandering Jew
himself runs off with the novice. The Wandering Jew’s supernatural pow-
ers and his hidden burning cross were also taken from Lewis, who seems tc
be the first writer to use the device of the burning cross.

The Ghost of the Bleeding Nun subplot was so popular that it was repro-
duced independently of the novel in several different forms, including a
two-act play written by Henry W. Grossette and performed during 1809 in
London under the titteRaymond and Agnes, The Travellers Benighted; or,
The Bleeding Nun of Lindenber8erhaps this play, produced in the same
year in which PBS began composhgl, drew his attention to the possibilities
of adapting the plot for his own purposes. Moreover, irséme issue dfa
Belle Assembléa which PBS found the tralation of Schubart's poem
about the Wandering Jew, the immediately preceding story is “Laurenstein
Castle; or, The Ghost of the Nun,” another adaptation of the Bleeding Nun
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story—including the “I am thine” refrain—in which Raymond and Agnes
are replaced by Frederic and Emily, and a mysterious “old Lieutenant” who
performs the exorcism. In the AdvertisemeniTioe Monk,Lewis men-

tions that the Bleeding Nun story is “a tradition still credited in many parts of
Germany; and | have been told, that the ruins of the Cadtiruastein,
which She is supposed to haunt, may yet be seen upon the borders o
Thuringia” (6). In pairing “Laurenstein Castle” with Schubart’'s poem, the
editor ofLa Belle Assemblégas obviously recalling the connectiorTine

Monk of the Bleeding Nun story with that of the Wandering Jew. Indeed,
the translation of Schubart, titled “The Wandering Jew,” not only begins on
the bottom of the page in which “Laurenstein Castle” ends (p. 19), but is
prefaced by the following note: “Our Readers are acquainted with the uses
to which Mr. Lewis, in his Novel of the Monk, has converted the ancient
legend of the Wandering Jew.—The original story was the invention of the
celebrated Schubart, and is as follows.” PBS, who was so impressed with
the Bleeding Nun subplot that he also uses Gmasta, would certainly

have noted the significance of the pairing-aBelle Assemblée.

Stylistically, both the structure and meter\&f) are modeled on the
popular poetic romances of Scott. Besides debts to the poetry of Scott,
Lewis, Campbell (especialigertrude of Wyomingand, probably, Southey
for the handling of the narrative, PBS—as his epigraphs suggest—drew
themes, imagery, and diction from the Bible and the writings of Shakespeare
(especiallyHamletandMacbeth and Milton. In spite of PBS’s choice of
acceptable models of the time, the poem’s versification, though varied, suf-
fers (as the first editors @WJ noted) from repetitions of words and phrases
designed to maintain the rhyme scheme but adding little to the meaning. The
only contemporary notice ¥J that we have found, by Maria Jane Jewsbury
in the Athenaeunfor 16 July 1831, finds the publication\6f] in Fraser’s
“to all intents and purposes, as important, in point of length, as Lord Byron’s
early poems; and we do not see why the accidental form of publication
should militate against its lying equally open to criticism” (456). Jewsbury
judgesWJ to be “a ‘wonderful attempt’ [quoting froffaraser’s], contain-
ing, with all its schoolboyism, the germ of the ‘Prometheus,” noting further,
“One thing surprises us—there is very little promise of Shelley’s\adter
sification; and there is a good deal of Sir Walter Scott’'s manner in the
descriptions” (457).

Editorial Analysis, Copy-Text, and Emendations

Modern Shelleyans must be grateful to the editoi880Eand1831Ffor
preserving from oblivion the outlines and much of the teXv/df enabling

us to glimpse the lineaments of PBS’s earliest surviving ambitious poem.
But without access to the original MS\W (which may still survive in some
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attic in Scotland), we cannot be sure how closely our two sources follow
the poet’s text. We are left, at present, with a muddled transmission that
shows us mainly how PBS’s early admirers encountered what he intended
as his first major poetic effort.

We judge thall829E—especially its original articles of 27 June and 4
July 1829—is more accurate in its textual details for the portions of the
poem that it includes than is the more nearly complete text published in
1831F;where the two texts coincid&831Ffollows the text ofL829Ein
most minor textual features, such as commas at the ends of lines and apos
trophes to elide past participles fradto ‘d. These correspondences ap-
pear only, however, in the linesi@29Ein the main articles of 27 June and
4 July; there are much greater discrepancies between the two texts in the
additional section of Canto I\'\(.271-33]) that appeared i&ELJ on 26
December (425-26). This difference suggests that the unanimity between
the two texts on minor matters of punctuation and orthography must have
originated in1829Eand been copied b#¥831F, rather than residing in
PBS’s underlying MS, which—if we are right in thinking that it was a safe-
keeping copy like the notebook containing the Esdaile poEstsNIS
Pfz)—would lack much necessary punctuation throughout. This hypothesis
is further borne out by the presence of closing quotation marks at the end of
[1.192 in both texts: iNL829Ethese quotation marks signal the end of an
excerpt, but they have no functional role whatsoev&B8iF, where they
seem to be an uncaught error derived fABR9E.Thus we infer that the
literary man (probably Heraud) who borrowed PBS’s MS from H. G. Bell
also had clippings of the June and JalJ articles and used the text of
1829E,rather than PBS’s MS itself, as press copy for the corresponding
passages ifil831F. On the other hand, the December 1829 publication of
IV.271-331as “AN INCANTATION SCENE.—A POEM, HITHERTO
UNPUBLISHED,By Percy Byshe [sic] Shellégpparently did not come
to the attention of the editor ®831F, for in the two texts those lines differ
markedly in words as well as orthography and punctuation.

Differences elsewhere in the poem can be explained (the Glasheens
note) by citing the need ib831Fto maintain rhymeaiterns and include all
plot elements, while abridging the text slightlykieep within the allotted
space; but the quantity and nature of the verbal divergend¥2inl—331
suggest that in the case of those lines two transcribers were working inde-
pendently to decipher a passage of the MS complicated either by alterna-
tive versions of some lines or by partially illegible cancellations and interlin-
eations, from which each transcriber tried to construct a coherent text as
best he could. Both possibilities suggest a heavily revised text, like those
found in such revised safekeeping copies as the Bod MB&®wfand a
few poems in the larger Harvard Shelley Notebook, thus not only supporting
the Glasheens (agairis?89 on Shelley’s delivery of a revised MS to Edin-
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burgh in 1811 but also suggesting why both published texts are incomplete.
The editor ofL829Eprobably found transcribing the whole poem so diffi-
cult or burdensome that he contented himself with those passages that wer
most fully legible; later, when the editor b8831F, to assert that he had
gone beyond his predecessor, attempted to transcribe text that he did no
find in ELJ, he was forced to omit passages and to improvise when present-
ing those that proved too difficult to transcribe with precision. Modern edi-
tors of PBS’s literary drafts and intermediate copies will sympathize with
these working journalists, trying to transcribe nearly illegible passages quickly
to meet their deadlines. The editorl@B1F, forced to improvise, began to
guess at some readings and to invent where he could not decipher—expe
dients that, once adopted, tend to become habitual.

To summarize our analysis of the two primary textual authorities: Agree-
ment of the two texts suggests not so much the state of PBS’s underlying
MS as it does the reliance Db831Fon 1829E.Unless either PBS’'s MS
notebook that was held successively by the Ballantynes and H. G. Bell or
the (doubtless imperfect) copy made from that MS and submittetto
should resurface, there is no way to critique the individual readings of either
periodical text. At present we have no choice but to follow them, giving
preference to textual details ¥B29E. After considering the textual evi-
dence (available in our apparatus) and the logical inferences drawn from
parallels with PBS’s other MSS, we must rely (asldi@1F on1829Efor
the passages transcribed there. Though the editt82®Eabridged the
poem, he did not (so far as we can determine) alter the words, and in only
one instancelY.271) did he misrepresent the syntax, in order to begin “An
Incantation Scene” without syntactical connection to the previous lines.
Wherel831Fprovides the sole witness to the lost authority, we perforce
follow its readings, but we know that the text has been abridged more than
we can identify, for as the Glasheens point out (“Publication of WJ,” 13),
the Introduction toWJ in the June 1831 issue BM (536) quotes three
lines from “the end of the fourth canto” that do not otherwise appear in
either text of the poem we have. These lines, which seem to contain a
personal note, read:

'Tis mournful when the deadliest hate
Of friends, of fortune, and of fate
Is levelled at one fated head.

The literary man who wrote that article and apparently edited 884 F
version may have omitted the passage in which these lines appear on criti-
cal grounds, for just after quoting these lines, he comments on the poem’s
“poverty of rhymes” and we observe that béth214 and111.287 also

end with the words “fated head.”
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If EsdMS Pfz is taken as an example of the state of PBS’s safekeeping
notebooks of the period, much of the punctuatiodl@29Eand 1831F
must represent editorial additions, but we accept most of it, because those
periodicals clearly incorporasmmeof PBS’s punctuation and follow con-
ventions closer to his time and milieu than have subsequent editors. Simi-
larly, although PBS characteristically indented lines in his poetic MSS to
show variations in the rhyme scheme, his original indentations for the some-
times complicated rhyme schemed/dl are not recoverable through the
interventions ofELJ and FM. In the absence of the MS, we follow the
indentations in our copy-text, which, for the lines containétlih remains
the best witness to PBS’s practice in his 8. had to forgo indentations,
because it printedlVJ in a reasonably large type and in double columns so
narrow as to cause many awkward runover lines even without frequent
indentations. In general, we rarely emend our two copy-text authorities,
discussing, as usual, our decisions in the notes.

Collation

To illustrate the main lines of textual transmissiof\&f, we collate at the
foot of the pag&829E, 1829In¢‘An Incantation Scene”), artB31F,to
which we add the portions of the text used as epigrapBsliv (collated
as1811). We do not include as variants the quotation mark8R29OEthat
indicate the beginning and ending of excerpts from PBS’s MS.

WJ appears in the second volume of William Dugdale’s pifetog, Works
of Percy Bysshe Shell@yondon, 1839), but was not included in the other
major pirated editions of the 1830s or in the editions of MWS. We do not
provide collations of Dugdale’s text, which was based directly ugdn
with the mistaken omission 6fL03 and the epigraph frolBumenidego
Canto IV, as well as the introduction of several typos. Dugdale also freely
alters the spelling and punctuationFoaser’s, often omitting the punctua-
tion at the end of the line or even at the end of a verse paragraph. To
illustrate the later transmission \0fJ, we collate at the back of the book
the following significant editionst887D, 1892W, 1927, 1972nd1989,
to which we add the quotations of the text in Medwitife, ed. Forman
(collated asl913).

WJ did not appear in870, 1876, 1878, 1904nd1970,all of which
instead provide two excerpts from the poéh215-23, which also was
used as an epigraph to Chapter 18tfv, appearing as “Fragment from
the Wandering Jew” (“The Elements respect their Maker’s seal!”)JVand
383-90,which appears as “Song from the Wandering Jew” (“See yon
opening flower,” or “See yon opening roseIP11 provides neithelWJ,
nor the fragments, bdt927 gives both.
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PBS'’s notes, whicli831Ffirst published, appear as footnotes to the
text and are discussed below.

Title. According toELJ (27 June 1829), “Mr Shelley appears to have had
some doubts whether to call his poem ‘The Wandering Jew,’ or ‘The Victim
of the Eternal Avenger.’ Both names occur in the manuscript; . . . itis to be
hoped that he would finally have fixed on the former, . . . as the poem itself
contains very little calculated to give offense to the religious reader” (43). If
PBS did gain a new conception\Wt) from Schubart’'s poem after he had
completed the text he first sent to Ballantyne, he may well have added the
“Eternal Avenger” when he revised Canto IV, and it would thus represent
his latest intention. This point cannot be settled, however, without access to
the MS.

Epigraph. In the final chapter of the Gospel according to St. John, after the
Resurrection “Jesus shewed himself again to the disciples at the sea ol
Tiberius” while they were fishing. After they had landed the Miraculous
Draught of Fishes and had eaten, Jesus questioned Peter about his loyalty
and when Peter asked him about John (“the disciple whom Jesus loved”),
Jesus replied, “If | will that he tarry till | come, what is that to thee? follow
thou me” (21:22). This verse, as noted above, is one of the two key scrip-
tural passages that were embroidered in the legend of the Wandering Jew

Dedication. Sir Francis Burdett, Baronet (1770-1844) was an able and
fearless spokesman for the Foxite Whigs in the House of Commons. (See
the note tdine 9 of the second poem W&C). During the summer of 1812,
PBS was apparently writing regularly to Burdett (whose son Robert was
the poet’s classmate at Eton), a correspondence that brought PBS unde
the suspicious eyes of the local constabulary and that was reported to Lorc
Sidmouth, the Home Secretary, by Henry Drake, Town Clerk of Barnstaple
on 20 August 1812 (Public Record Office, H.O. 42/127; see Commentary
to Devil's Walk).

Preface.Though it is not clear that PBS actually did consult any “sage
monkish writers,” he most likely refers to the chronicles of Roger of
Wendover (d. 1236) and Matthew Paris (ca. 1200-1259), both English
Benedictine monks at the Abbey of St. Albans (in Hertfordshire). Roger
recorded the first known British sighting of the Wandering Jew in his
Chronica sive, Flores historiaruifca. 1235, which was also the source
of Lady Godiva’s famous ride). Matthew Paris appropriated, revised, and
continued Roger’s chronicle, embellishing it with notes and broadening its
scope (see Andersohegend/WJ18-21). The chronicle, first printed in
London in 1571, was subsequently transmitted as Paris’s work, and it is so
cited in Percy'RReliqueswhere it may have come to PBS’s attention.
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PBS’s jab at the folly of anticipating future evemsluding supersti-
tions of the battle of Armagedd@uggests not only that he was aware of
popular publications such as that in which the Wandering Jew prophesied
“about the end of the world” (see “Sources,” above) but that by the time he
released this version 8¥J, he regarded the Bible as a source of supersti-
tion, for there is a clear scriptural basis in Revelation 16:16 for this final,
apocalyptic struggle between God’s power and the forces of éwiired-
geddon(Greek: Harmagedon, a transliteration of the Hebrew for “Moun-
tain of Megiddo[n]"—perhaps a corrupted allusion to hiain of
Meggido[n], the site of several crucial Old Testament battles).

In the Introduction t4 887D ,Dobell remarks that PBS’s comment about
the absence of annotations “is a side-blow at Sir Walter Scott, and rather ar
unfair one, considering th&the Wandering Jewears evident tokens that
its author had diligently studies Scott's poetical romances” (xxii). PBS was
to more than make up for the paucity of annotationg/thwhile writing
QM. By June 1811, PBS had lost patience with Scott’'s poetry: “I am not
very enthusiastic in the cause of Walter Scott—the aristocratical tone which
his writings assume does not preposess me in his favor, since my opinion is
that all poetical beauty ought to be subordinate to the inculcated moral—
that metaphorical language ought to be a pleasing vehicle for useful & mo-
mentous instructionL(etters|, 98).

Medwin claims that botBt.Irv andWJ were influenced by PBS’s reading
of Godwin’sSt. Leon;which Shelley . . . read . . . till he believed that there
was truth in Alchymy, and thElixir Vitoe, which indeed entered into the
plot of The Wandering Jevaf which | possess a preface by him, intended
for the poem, had it been publishedif¢, ed. Forman, 49). We provide the
portion of this supposed Preface that Medwin actually quotes, but there is
no supporting evidence that it relates directly\td:

The opinion that gold can be made, passed from the Arabs to the Greeks, and from
the Greeks to the rest of Europe; those who professed it, gradually assumed the
form of a sect, under the name of Alchymists. These Alchymists laid it down as a
first principle, that all metals are composed of the same materials, or that the sub-
stances at least that form gold, exist in all metals, contaminated indeed by various
impurities, but capable of being brought to a perfect state, by purification; and
hence that considerable quantities of gold might be extracted from them. The gen-
erality of this belief in the eastern provinces of the Roman empire, is proved by a
remarkable edict of Dioclesiasif], quoted by Gibbon from the authority of two
ancient historians, &cL{fe, ed. Forman, 49-50)

Neither PBS’s bona fide Preface, nor the Dedication appeags3itF.
Epigraph to Canto I. Although this passage froRaradise Los{PL) (IV.73—
76, 78) is part of Satan’s internal debate before he confirms himself in evil
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and betrays Eve and Adam, PBS seems to have extracted it to characteriz
the psychological misery, rather than corrupted nature, of his own protago-

nist. Perhaps PBS cited this passage from memory: his epigraph omits IV.77
(“Still threat’'ning to devour me opens wide”). Satan’s lines are later echoed

by the Wandering Jew H1.136-37.

[.1-28. Scott's poetic narratives also begin with natural descriptions but
ones more integrated with the plots of his poems (e.g., the chase of the sta
that openg he Lady of the LakeThe opening ofVJ, on the other hand,
displays PBS'’s diction, tone, and perspective that continually enlist the de-
notations and connotations of words and the mellifluous quality of their sounds
to transform solid physical objects into transient, etherial states of moral
significance. These qualities can be exemplified briefly without reference
to compulsory rhyme words: Diffusdd), tinged(4, 5), aslant(7), laved

(9), luxury to grieve(13), pure and genial. . skieg15).

I.1. orb of parting day‘Orb of day” was a conventional poeticism for the
sun and was a particular favorite of Southey, who uses it in such poems as
Joan of Arc, Thalaba the DestroyeandMadoc (all greatly admired by
PBS), as well as in several shorter pieces.

I.14. so balm the airthe air was fragrant and soothing. Thobgihmdoes
not appear as an adjective in @&D or dictionaries contemporary with
PBS, he was probably following the poetic license that alivils to ap-
pear in place athilly when the metrics require it. (Cf. Byron’s useloil
andmirk in the note tdl.1, below.)

[.20. when This reading in1831F, which emphasizes the temporal over
the spatial “where” in1829E, better fits the passage—which concerns
“intervals” of sound that punctuate the tranquil silence—and probably rep-
resents a more acute deciphering of PBS’s hand, in witieimandwhere

can look very similar.

[.35. tabor’'s soundOne likely source of this phrase is Wordsworthide
. .. Immortality, where the exact phrase “tabor’s sound” appears in the
third and tenth stanzas; it may evidence PBS’s early reading of Wordsworth’s
Poems; in Two Volumé&$807). After the wordirumcame into use (16th
cen.),tabor was used to describe a small drum without snares, usually
associated with pipes and other peasant instruments. Used by Spenser onc
(Epithalamion line 131) and by Shakespeare in six plays (most notably at
the beginning ofwelfth Nightll.i), tabor had become archaic and rela-
tively rare by the end of the eighteenth century, though the word appears in
“The Scenes of Conway” iPoems(1808) by Felicia Dorothea Browne
(later Hemans).

Medwin, who subscribed to Browne’s 1808 volume, “made her and her
works the frequent subject of conversation with Shelley” and claimed that
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the volume “made a powerful impression” on PBS, who promptly began a
correspondence with her (skde, ed. Forman, 58-59). PBS wrote the
latter portions of this correspondence under the pseudonym of “Philippe
Sidney” (see B. C. Barker-Benfiel&helley’s GuitafOxford: Bodleian
Library, 1992], 26). He later mentions her in a letter written to Hogg ca. 28
July 1811: “Now there is Miss F. D. Browne . . . [who] surpasses my sister
in poetical talents, this your dispassionate criticmostallow—that lovely
extract of her poemsertainly surpasses any of Eliza’s . . Lettersl|,

129).

1.48. pale distrusttdward Young invokes “Pale distrust” as the “assistant”
of “Experience” in disabusing innocent youth’s claim to jolie( Com-
plaint; or, Night Thoughts on Life, Death, and Immorta[ity42; Lon-
don: Longman, 1796]: VII1.310-11).

1.58-89.1829E omits these lines and provides the following summary:
“Amidst the sights and sounds of the scene thus described, a traveller is
seen descending the hills in the vicinity of Padua. He is attracted by the
tolling of a convent bell, and seeing a crowd assembled at the gate, he
enters, along with others, the convent chapel, after the sun has already se
and vespers are over: . .."

1.90-101.Dim . . . tracery disclos€urt R. Zimansky calls attention to the
resemblance between the chap&ihand the Church of the Capuchins in
The Monk(“Shelley’'s Wandering Jew:Some Borrowings from Lewis

and Radcliffe,"Studies in English Literatur&8 [1978]: 604): “The faint
beams of the rising Moon scarcely could pierce through the gothic obscurity
of the Church. . . . The Moon-beams darting into the Church through painted
windows, tinged the fretted roofs and massy pillars with a thousand various
tints of light and colours . . ."The Monk26).

1.91. saint-cipher’d panestained-glass windows that illustrate the lives of
the saints.

[.97. Footnote.coigne. . . pile 1831F supplies a footnote, presumably
from PBS, that cites a line fromlacbeth.The full sentence, spoken by
Banquo, reads: “No jutty, frieze, | Buttress, nor coign of vantage, but this
bird | Hath made his pendant bed and procreant cradle” (1.vi.6-8).

As the OED points out, the use afoign to mean a projecting corner or
point from which observation can be safely made descends from this pas-
sage irMacbeth which was later used by Scott in bbtbart of Midlothian
andQuentin Durward.

1.102-49.1829Eomits these lines and supplies the following summary:
“A young novice is about to take the veil, or rather, it is about to be forced
upon her. She is thus spoken of: . . .”
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[.104. Saint Pietro’s rich ornaments blaZehe chapel contains a shrine to
Saint Peter, which is probably ornamented with large golden keys (diago-
nally crossed), the icon with which he is most closely associated (Matthew
16:19: “I will give unto thee the keys of the kingdom of Heaven”). Other
associated icons with which the shrine might be decorated include an in-
verted cross, a crozier with triple transverses (representing the papacy), ¢
book (representing the gospels), a cock, a ship, or a fish.

PBS’s Anglo-Italian hybridization of the name, SainétRj was not un-
common in his day.

1.108-9.Melting . . . inspiring As 1887D suggests, these lines may recall
Pope’s “The Dying Christian to his Soul, Ode,” Part 1l of “Adaptations of
the Emperor Hadrian”: “Trembling, hoping, ling'ring, flying, | Oh the pain,
the bliss of dying!” (lines 3—4), which themselves are based on Thomas
Flatman’s earlier translation of Hadrian’s lines: “Fainting, gasping, trem-
bling, crying, | Panting, groaning, speechless, dying Pa&(ns and Songs
[London: Benjamin Took, 1674]).

[.140-41.The heart . . virtuous saoCf. PBS’s attack on “Monkish” chas-
tity as false virtue ifQM, note 9.

1.166. SabeanSaba (biblical Sheba), a land in pre-Islamic southwestern
Arabia, in what is now Yemen, was famous since antiquity for its aromatic
spices. The spelling “Sabaean’liB831Fwas an alternative in PBS’s day.

A common poeticism, the adjective appears in poems by Sidney, Milton,
Pope, Seward, Southey, and Hemans.

1.168-11.78. 1829Eomits this long portion of the poem, substituting the
following summary:

Just as the ceremony is about to be performed, the intended victim, by a sudden
impulse, throws herself among the crowd, and rushes from the chapel. The stranger,
who has already felt interested in her fate, flies to her assistance, catches her in his
arms, and bears her away through the gathering twilight beyond the reach of pur-
suit. A storm comes on; they seek shelter, and briefly inform each other who they
are. The nun’s name is Rosa, and the stranger is Paulo—the Wandering Jew. The
conceive, strangely enough, a sudden affection for each other, and the first canto
closes with the expression of Rosa’s consent to share the future fortunes of Paulo.
Itis curious to observe, before proceeding to the second canto, that, in illustration
of something said by Paulo, Shelley quotes, in the margin, the following line from
AEschylus, so remarkably applicable to his own future fate,—

{(*Eue Bavovrog yaa pytnto moll”).
In canto second, we are introduced to Paulo’s castle on the banks of the Po, where
he lives in deep retirement with Rosa, visited only by Victorio, an Italian of noble
birth, who resides in the neighbourhood. Some bold and vigorous descriptions of
Alpine scenery follow. But it is evident that Paulo is not happy, and he spends a
wild, uneasy life: . . .
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The line of Greek can be translated: “When | die the earth is mingled with
fire,” and it can be found as Fragment 430 (Adespota) in Augustus Nauck’s
Tragicorum Graecorum Fragment@eipzig: Teubner, 1856; it is absent
from the most recent edition of tReagicorum Graecorum Fragmenta,

ed. Bruno Snell [1971]). This line, which was widely used in antiquity and
collected in florilegia, is discussed by Cicerode Finibus(3, 19, 64).
Rather than attributing it to Aeschylus, Cicero indicates that it was a cliché:
“the claim of those who declare that they care not if when they themselves
are dead the universal conflagration follows (as is usually proclaimed in a
certain popular Greek verse) is considered wicked and inhuman.” Given its
proverbial status, PBS could have seen the line in several different sources
(e.g., both Nero and Tiberius quote it, and it is discussed by Seneca the
Younger inde Clementiall, sec. 2). It is unclear whether PBS himself or
the editor ofELJ attributes the line to Aeschylus.

1.183-202.The novice . . senses fledlthough the Agnes—Don Raymond
subplot ofThe Monkunderlies this scene, Zimansky suggests as an inter-
mediate source, Chapter 11 of Radclifféle Italian(1797), which, in a
scene based ohhe Monk portrays an unwilling novice (Ellena) refusing

to take the veil (resisting an imperious abbess) and fainting into the arms of
her lover Vivaldi, who has entered the chapel just in time to witness the
ceremony (“Borrowings,” 608). Zimansky speculates that PBS took the
name Rosa from the character Ellena Rosalba and the name Paulo fron
Vivaldi’s servant Paulo, but see notel 1817, below.

1.202-3. Here and throughout we follo&831F in supplying a row of
asterisks to indicate a lacuna in the text.

[.203-14.Hark! . . . earthquake rocks the grouRBS may have consid-
ered glossing this passage about violent disturbances in the earth and sk
with the passage from Revelation 6:12 that he copied into his pocket diary
for the week of 26 February—1 March 1810 under the title “wandering
Jew”: “& | behel[d] when he had opened the 6th seal there was a great
Earth-quake & the sun becam[e] black as sackcloth & the moon as red as
blood.” For the other passage from Revelation in this diary entry, see the
Commentary below to PBSfsotnote to 1.234.

1.204.] see the first of only a few references to the narrator in the first
person (see alda207, 1V.58, 1V.112).

1.217. Rosa Beyond Zimansky'’s suggestion that PBS took the name Rosa
from The Italian,PBS may have had in mind Maddalena Rosa, the heroine of
William Henry Ireland’sSThe Abbess. A Romandg99), a convent boarder
who is victimized by an evil abbess. The name could also derive from “Rosa
Matilda” (Charlotte Dacre), the author of two of PBS’s favorite romances,
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Confessions of a Nun of St. Omefvghose heroine, Cazire, provided the
Cazire ofV&C) andZofloya, or, The Moor: A Romance of the Fifteenth
Century,which influenced much of his early work in both poetry and fiction
(see Commentary tBevengep. 180). Medwin calls botEastrozziand
St.Irv “Rosa-Matilda-like production[s]’L(ife, ed. Forman, 49).

PBS’'sBallad (“The death-bell beats!—") published inSt.Irv and
written at about the same time\A4), features a monk tormented by re-
morse for his role in the death of his beloved Rosa (a nun, like the novice
Rosa inWJ), who also longs for death. Like the Wandering Jew, the monk
is cursed by a spell that prevents him from dying; unlike the Wandering Jew,
the monk is permitted to die at the end of the poem. Of cotifée
death-bell beats!—"andWJ follow conventional Gothic plots with impor-
tant roots in Lewis’sThe Monk Cf. also Lewis'sThe Black Canon of
Elmhamin V&C.

[.224. The: The change to “Came the” ¥972is conjectural and unsup-
ported by the primary witnesses.

1.227. beetling cliffs Cf. Hamletl.iv.69—-71: “What if it tempt you toward
the flood, my lord, | Or to the dreadful summit of the cliff | That beetles o’er
his base into the sea. . . .”

1.234. Footnote:PBS copied this passage from Revelation in his pocket
diary entry for the week of 26 February—1 March 1810 under the heading
“wandering Jew” (see “Textual History,” above). We have corré&eu-
elations”in 1831Fto Revelation.

1.239-49.stranger’s glance. . her brainin The Monkthe Wandering

Jew explains, “Such is the curse imposed on me. . .. | am doomed to inspire
all who look on me with terror and detestation” (Lewis, ed. H. Anderson,
170). PBS’s Wandering Jew is also apparently able to inspire love.

1.262—65.this earthly frame . . hell a reference to Judgment Day (see
note toll1.387, below).

1.263. bickering flame quivering, flashing. PBS would have found this phrase
(which appears several timeswWw) in Milton’s description of the “Chariot

of Paternal Deity,” about which “roll'd | . . . smoke and bickering flame”
(PL VI.765-66), a description on which PBS drew often throughout his
poetic career.

[.276—77.mine. . . 1 am thineAs 1887Dpointed out (p. 108), these lines
echo a refrain in Chapter 4 of Lewisl$ie Monk where they are first
inadvertently addressed by Don Raymond to the ghost of the Bleeding Nun,
who he thinks is Agnes in disguise. PBS echoes this same pads@gbin

27 and inGhastain V&C, lines 7376 and 93-96.
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1.300. meteor-bolt lightning bolt. PBS characteristically useseteorto
signify any atmospheric phenomenon, its primary contemporary meaning.

|.304. basementdoundations.

1.322-25.1llumined. . . beams divineThis description of Paulo’s face is
echoed in his later vision of the face of the resurrected Chli8t]—83.

1.335. thee 1989 provides no rationale for changirigeeto “these,” an
apparent error.

Il. Epigraph. These lines are addressed to Hamlet by the ghost of his
father, who would render such a harrowing tale, were he not “forbid | To tell
the secrets of my prison-house . . . To ears of flesh and blood” (1.v.13-22).

[I.1. nightly blast 1887Dinitiated an influential but unnecessary change to
“mighty blast.”

Cf. Ghasta,line 194, and Byron, “Chill and mirk is the nightly blast, | Where
Pindus’ mountains rise, | And angry clouds are pouring fast | The ven-
geance of the skies” (“Stanzas,” lines 16RWI, 275). Although Byron's

lyric was written in October 1809, it was not published until the first edition
of Childe Harold’s Pilgrimagg1812).

[1.21. Victorio: For PBS'’s use in various forms of the name Victor, see
Commentary to/&C, p. 155.

[1.24. cliff's side: In 1831F, the apostrophe in “cliff's” is either missing or
obscured by the top of the precedingading perhaps to the reading “cliffs™

in 1989.There is, however, a clear space left for the apostrophe between
thef ands.

11.35. winding Po Paulo’s castle is located on the banks of the Po, which
descends from the Cottian Alps in the northwest through northern Italy to
the Adriatic Sea, some sixty miles southeast of Padua. Since the castle is
located both on the banks of the Po and within sight of the ocean, it must be
near the Foci del Po (the mouths of the Po). The only such location that is
both on a “mountain” and within sight of the Adriatic Sea may be Monte
Rua’, the highest of the Colli Euganei, from which PBS was later to look
down upon Venice, Padua, and the sea when he drafteohés written
among the Euganean Hills-apparently near the imagined site of Paulo’s
castle.

11.40. Cosmo’s bloodVictorio descends from Cosimo de Medici (1389—
1464; known posthumously as “The Father of his Country”), who along
with his brother Lorenzo founded the famous line of the Medici family.
Lorenzo’s great-great-grandson Cosimo de Medici (1519-74) became
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Duke of Florence and Grand Duke of Tuscany, ultimately reigning as Cosimo
l; his descendants (including Cosimo Il and Ill) ruled Florence into the mid-
eighteenth century.

PBS’s contemporaries commonly referred to Cosimo as “Cosmo.” Cf.
Byron’s, Childe Harold IV: “Our veneration for the Medici begins with
Cosmo and expires with his grandson; that stream is pure only at the source
and it is in search of some memorial of the virtuous republicans of the
family, that we visit the church of St. Lorenzo at Florence (IV.532 note;
CPWII, 244).

[1.64. night's dull ear This phrase, from the Prologue to Act IV of
Shakespeareldenry V(“Steed threatens steed, in high and boastful neighs
| Piercing the night’s dull ear”) appeared also in the work of PBS’s contem-
poraries Charles Lloyd (“Oswald, A Poem,” 1.96) and Charlotte Smith (“On
the Departure of the Nightingale,” 4), both of whom place quotation marks
around it.

In omitting the stanza break after this lih892Wand1927are follow-
ing 1887D,where the line break comes at the bottom of a page.

[1.76. beam1887Dinitiated an unnecessary change to “beams.”

[1.78. A transient requiem from woeephrased inll.135: “A transient
respite from my woe.”

11.94, 102—-10.Why then unbidden. . | Then would cold . . skeleton
hand These lines were excerpted as an epigraph for Chaptes8liof
and are collated as811 (p. 149):

Why then unbidden gush’d the tear?
* * * * * * *
Then would cold shudderings seize his brain,
As gasping he labour’d for breath;
The strange gaze of his meteor eye,
Which, frenzied, and rolling dreadfully,
Glar'd with hideous gleam,
Would chill like the spectre gaze of Death,
As, conjur'd by feverish dream,
He seems o’er the sick man’s couch to stand,
And shakes the fell lance in his skeleton hand.

For the depiction of death in this passage, see the nbieltb4—15.

[1.97-98. gaze. . . strange form was neé&m The Monkthe Wandering
Jew has the ability to see spirits and ghosts invisible to others.

11.99. fillet: a band of material worn around his forehead.hie Monkat
the crucial point of his exorcism, the Wandering Jew unbinds “the sable
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band from his fore-head. . . . [revealing] a burning Cross impressed upon
his brow” (172).

[1.118-19. The ministering angel. . agony1887Dsuggests a borrowing
from Scott'sMarmion (1808) V1.xxxi.5—6: “When pain and anguish wring
the brow, | A ministering angel thou™—which itself echoes Laertes’s speech
inHamlet:“| tell thee, churlish priest, | A minist’ring angel shall my sister be

| When thou liest howling” (V.i.240-42).

[1.127. He sank. . . breastAfter this line, 1829E comments, without
omitting any text: “These and similar passages naturally prepare the mind of
the reader for the history of the Wandering Jew,—to which indeed they are
merely introductory. We can afford room for only one other extract from
this canto; it is a passage immediately preceding the commencement of
Paulo’s narrative, and is one not unworthy the future author of ‘Prome-
theus™ ...”

[1.141. ghostsof the mighty deadAs 1989suggests, the phrase occurs in
James Montgomery’s “Ode to the Volunteers of Britain on the Prospect of
Invasion” (in The Wanderer of Switzerland and Other Poda806],

133), butghost, mightyanddeadwere favorite words in PBS’s vocabu-
lary throughout his poetic career. G&hosts of the dead!”(the second
poem inSt.Irv) and “the tombless ghosts of the guilty dead” in line 56 of
The Spectral Horsemanthefourth poem inPF.

[1.182. sea-mew Though the name is that of the common sea-gull, the
phrasesea-mewook on symbolic significance from MiltorParadise Lost
X1.829-38, in which Michael tells how the Mount of Paradise will be washed
down to “an Island salt and bare, | The haunt of Seals and Orcs, and Sea
mews’ clang.” Cf. als&cuganean Hills, line 125.

[1.192. In 1829Ethere is a closing quotation mark after “there” that sig-
nals the end of its excerpt; the same mark is founti8iB1F and might
simply reflect its dependence ©829E since there is no opening quotation
mark to which it corresponds. Neither text uses quotation marks to set off
the Songl(.161-92) as a whole, or any of its stanzas.

[1.193-98. She ceased. . their closeThese lines, in Medwin'sife, ed.
Forman, in a footnote on pages 4041, are collate@lls& Medwin claimed
thatlines 196—97were judged by Thomas Campbell to be the “only two
good lines” in the entire poem (40).

[1.193-227.1829Ereplaces this passage with the following summary:
“At the conclusion of the song, Paulo declares his intention to relate to Rosa
and Victorio, who is also with him, hgast adventures, which he accord-
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ingly does in the next canto. Cantos third and fourth are by far the finest;
but our extracts having been so copious already, we must postpone their
consideration till next Saturday, when we promise our readers several pas-
sages of thrilling power and beauty.”

[1.220. With: The unwarranted change to “Wild” i887D has been fol-
lowed by most subsequent editors.

[Il.Epigraph. Taken from Milton'sParadise Lost(1.591-94, 600-602),

this passage describes the fallen host's perception of Satan, “Thir dreac
commander” (1.589), as he prepares to address them for the first time since
their expulsion from Heaven.

[11.1-8. “Tis sixteen hundred . . riven womb1829Esubstitutes for this
passage the following summary:

We resume with much pleasure our analysis of this truly interesting poem.

We have already given some account of the two first Cantos. The third is
occupied with a retrospective view of the hero’s fortunes and wanderings, which
he relates to his bride Rosa, and the noble Italian Victorio. We look upon the
following passage, with which he commences his narrative, as worthy of the most
attentive perusal, being peculiarly striking, both on account of its own intrinsic
merits, and in reference to the tenets subsequently disseminated by its author: . . .

From the Wandering Jew’s claim that he left Israel sixteen hundred years
ago (just after the Crucifixion), the setting of the poem can be dated ca.
1630.

[11.9—-117. Medwin claimed that the Crucifixion scene was “altogether a
plagiarism from a volume of Cambridge Prize Poerhge( ed. Forman,

40), a poem identified by Dobell #887Das the “Seatonian poem for 1765,
called ‘The Crucifixion,” by Thomas Zouch” (xxix). AlthoughlJ shares a

few similarities withThe Crucifixion(see the cross-referenced passages
atlll.24-39 and40-47, these seem based less on direct influence than
on a mutual reliance on the conventional topoi concerning the Crucifixion
and its aftermath, several of which are touched upon in Richard Polwhele’s
The English Orator: A Didactic Poe(hondon: C. Dully, 1786), in which

the fourth book, “On the Eloquence of the Pulpit,” instructs wouldbe pulpit-
orators as follows:

If thy Speech
The stronger Passions shall address, behold
The everlasting Gospel brings to view,
Amid the Horrors of the spreading Gloom
Miraculous, a dying Saviour nail'd
Upon the Cross, while in the midst is rent
The Temple’s Veil; and the pale Vaults resign
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Their dead! Behold, the Gospel blazons forth

The Dissolution of a World in Flames;

Pictures the bloody Sun; the rushing Spheres,

The Elements that melt with fervent Heat;

Portrays the Throne of Judgment and the Crowds

That meet their Doom eternal—some ingulph’d

In fiery Depths sulphureous; others high

Among the Saints, and crown’d with starry Light.
(IV.622-36)

1989points out a few relevant parallels in phrasing betWéé&and Rich-

ard Cumberland’€alvary; or, The Death of Chrigl792), but not enough

to substantiate the hypothesis that Medwin had confused Zouch’s poem
with Cumberland’s.

[11.16—22. | mock’d. . . return againThe underlying source for this ver-
sion of the story is Roger of Wendover, who claims that it was told to him by
an Armenian archbishop: “When therefore the Jews were dragging Jesus
forth, and had reached the door, Cartaphilus, a porter of the hall in Pilate’s
service, as Jesus was going out of the door, impiously struck him on the
back with his hand, and said in mockery, ‘Go quicker, Jesus, go quicker, why
do you loiter?” And Jesus looking back on him with a severe countenance
said to him, ‘l am going, and you will wait till | return’Rger of Wendover’s
“Flowers of History,” trans. J. A. Giles [1849; Felinfach: Llanerch, 1996]:

Il, pt. 2, 513. The account PBS provides here of the Wandering Jew’s
crime and punishment differs from both of the other accounts he offers in
QM (see our note fa@M VII.67).

[11.17. he said The change i1831Fto “said he” was to create a rhyme
with “see” (11.23), as1989notes.

[11.24-39. His perforated . . trembledCf. the following lines inThe
Crucifixion (Cambridge: T. and J. Merrill, 1765):

The solemn scene on Calv'ry’'s mount,

Where frighted nature shakes her trembling frame,

And shudders at the complicated crime

Of deicide.—The thorn-encircled head

All pale and languid on the bleeding cross,

The nail-empierced hand, the mangled feet,

The perforated side, the heaving sigh

Of gushing anguish, the deep groan of death,

The day of darkness, terror and distress . . .
(8-9)

[11.37-41. Convulsed . . deadrewritten in1831Fso as to form rhyming
couplets:
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Earth trembled as if the end was near.
Rent was the Temple’s vail in twain—
The graves gave up their dead again.

[11.40—-47. Rent. . . yell Cf. The Crucifixion: “Whilst ruin bursts the
Temple’s inmost veil, | And ‘midst surrounding scenes of horror roam | The
grisly spectres, as at midnight hour . . .” (16). PBS’s spelling “vail” instead
of “veil” in line 40 is an alternative authorized lntick’'s New Spelling
Dictionary (1805) as well as a pocket edition of Johnsddistionary
(1803).

[11.42-57. Whilst ghosts. . . my brain 1831F omits 42—-48 and com-
presses 49-57 as follows:

"Twas then | felt the Almighty’s ire—

Those words flashed on my soul, my frame,
Scorched breast and brain as with a flame
Of unextinguishable fire!

[11.58-159. This passage is replaced 1829Ewith the following sum-

mary: “In the pages which succeed this fine passage, Paulo goes on tc
describe at some length the misery he suffered, not only from the con-
sciousness that he lay under the curse of the Almighty, but from the knowl-
edge that it was impossible for him ever to find refuge from his sufferings in
death. Years and generations pass away,—all around him changes,—nev
forms, and customs, and governments, arise,—he alone is strange, weary
and hopeless. His excited feelings almost amount to madness, and induce
him to seek for death in every hideous shape. There is a great deal of powe
in the passage which we subjoin: . . .”

[11.63—65. grasp of death . . dews of poppyThe poppy is traditionally
associated both with Thanatos and Hypnos, “Death and his brother Sleep,”
as they are called in the second lin€dA.

[11.94. dusknessWe retain the reading ih831F, our copy-text for this
portion of the poem. The conjectural emendatioh887D to “darkness”
(followed by most subsequent editors) is possible, especially because
dusknessnay have been a change initiated 881 Fto prevent the repeti-

tion of Darknesswhich appears in the preceding line. On the other hand,
PBS might havehosen_dusknedsr precisely the same reason. In any
case, the two words would have looked quite similar in PBS’s hand. The
word dusknessloes not appear in any of PBS’s other published poems,
and none of th®ED's citations of the word are taken from poetry.

[11.114. dispartedmoved apart.
[11.115. sulphureous tideCf. the description of Hell in Edward Youngis
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Poem on the Last DayA furnace formidable, deep, and wide, | O’er-
boiling with a mad sulphureous tide” (111.108-9).

Although the spelling “sulphurous” appears elsewherevih (1.205,
[11.203), sulphureousvas an acceptable alternative in PBS’s day (and the
one given irEntick’s New Spelling Dictionarfl 805]. We have preserved
the inconsistencies of our copy-text, which also us#ghgreousin the
prosefootnote to 111.197 detailing the Wandering Jew's history, suggest-
ing that PBS usedulphurousas a metrical abridgment.

[11.122. burning cross . . brow Lewis introduced this detail in the fourth
chapter ofThe Monkabout which an admiring S. T. Coleridge comments
in theCritical Reviewfor February 1797: “The tale of the bleeding nun is
truly terrific; and we could not easily recollect a bolder or more happy
conception than that of the burning cross on the forehead of the wandering
Jew” (194). Coleridge, with grave reservations abtetMonkas a whole,
comments that Lewis’s Wandering Jew is “a mysterious character, which,
though copied . . . from Schiller's incomprehensible Armenianir
Geistersehe(1786—89); translated into English, 1795], does, nevertheless,
display great vigour of fancy” (194).

In noting that the burning cross of the Wandering Jew resembles the
mark of Cain, Anderson claims that “its being cruciform may have been
suggested by the tradition alluded to in Pierre Bayle’s fabmi®nnaire
historique et critiqug(1697), which insisted that the Mark of Cain was
also in the form of a crossL.égend/WJ179).

[11.130. | cursed. . . birth repeated altll.283, a good example of the
many repetitions within the text, perhaps a result of its manifold stages of
revision.

[11.136-37. Vain . . .. my own miseryechoes Satan’s speeclHaradise
Lost1V.73-78, which PBS quotes as his epigraph to the first canto.

I11.152. sacred templethe temple at Jerusalem.
[11.158. last setting“lasting setting” in1989is apparently an error.
[11.160-96. For these 37 line4,831Fsubstitutes the following 24 lines:

How have | longed to plunge beneath

The mansions of repelling death

Where earthly sorrows cease!

Oft have | rushed to the towering height

Of the gigantic Teneriffe,

Or some precipitous cliff,

All in the dead of the stormy night,

And flung me to the seas.

The substantial clouds that lower'd beneath,
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Bore my detested form;

They whirl'd it above the volcanic breath,
And the meteors of the storm.

Hark to the thunder’s awful crash!

Hark to the midnight lightning’s hiss!

At length was heard a sullen dash,
Which made the hollow rocks around
Rebellow to the awful sound,

The yawning ocean opening wide,
Received me in its vast abyss,

And whelm’d me in its foaming tide—

My astounded senses fled!

Oh—would that | had waked no more,
But wild surge swept my corpse ashore—
| was not with the dead!

[11.169. Teneriffe the largest of the Canary Islands, opposite the north-
west coast of Africa in the Atlantic Ocean. Teneriffe was known in PBS’s
day for a volcanic explosion that occurred early in the eighteenth century
and buried much of the northern coast of the island under lava. It continued
to be volcanically active. Rees@yclopcediapne of PBS’s key sources

for the notes t@QM, gives the “Peak of Teneriffe” as 12,236 feet high, in a
table listing the highest mountains of the world, and provides the following
relevant description:

The historical celebrity of this island has been very much owing ®eit,el-

evated to a considerable height from a base lying a little to the S.W. of its centre. .
. . the crater of the Peak is a perfect solfatara or laboratory of sulphur. . .. On the
edges of the crater, and particularly towards the lowest part, are several apertures o
vents, exhaling watery and sulphuric acid vapours. . . . Although the vortex appears
sharp, and of the exact resemblance of a cone, yet it is flat for the extent of an acre
of ground, in the centre of which is a dreadful volcano, which frequently breaks out
into flames, so violent as to shake the whole island with an incredible force. Smoke
constantly issues from the mountain, near its summit, but no eruption has occurred
since the year 1704. . . .

[11.178. electric flame lightning. Cf. Erasmus Darwinkhe Botanic Garden
1.551-52: “Nymphs! o’er the soil ten thousand points erect, | And high in air
the electric flame collect.”

[11.197. Footnote.scattered oalan unusual but plausible phrasé 881F

that has led some editors to conjecture “shattered oakl @@@to emend

to “scathed oak,” either of which is possible, given PBS’s hand. PBS uses
the wordscathedo describe a pine tree in bdth215 andlll.218, and in

QM the Wandering Jew compares himself to a “giant oak, which heaven’s
fierce flame | Had scathed in the wilderness” (VI1.259-60).
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[11.212. pangs Although the change ih887Dto “pains” is unwarranted,
it is followed by most subsequent editors.

[11.213, 215-23.An epigraph to Chapter 10 8t.Irv is collated a4811
(186). These lines also appear separately as “Fragment from the Wander:
ing Jew” (“The Elements respect their Maker’'s seal!”) in several major
editions that do not conta/J proper, includingl870, 1876, 1904and
1970.In 1927,they appear both withiiVJ and as a separate lyric. The
text in 1870, which does not begin untine 215,departs from our text by
treating “tempests” as singular lime 216 and by replacingcathedwith
“shattered” 218) andrearswith “raises” 23). All the other editions omit
line 214 and give “flame” fdlire (217). 1904 additionally replacesicker-
ing with “flickering” (217).

Medwin quotesines 215-33n a footnote [(ife, ed. Forman, 42), which
we collate a4913.

[11.232—71. These lines are omitted ¥829E ,which provides the follow-
ing comment:

In a note, Shelley ackawledges that many of the ideas in the above passage
[111.160-231] were suggested to him by a German author, who has written upon the
same subject. It will be recollected by the readers of “Queen Mab,” that he has
casually introduced Ahasuerus, or the Wandering Jew, in a very sublime manner, in
that poem, and that he there also acknowledges his obligations to the same Germai
author, and quotes a part of his work, different, however, from that to which he
alludes in the volume before us.

Death being the predominant thought in the mind of Paulo, as well as his great
aim and object, the followimincident is finely introduced: . . .

[11.232. intellectwal eye For a gmilarly penetrating “intellectual eye,” cf.
James Thomson's “To The Memory of Sir Isaac Newton,” in which New-
ton is described as “All intellectual eye” (line 39) and “Nature herself |
Stood all subdued by him, and open laid | Her every latent glory to his view”
(lines 36—38;The Poetical Works of James Thomsbondon: William
Pickering, 1830). PBS also uses the phrase “intellectual eygiml.98.

[11.238. The past, the present, and to comeformulation for prophetic
vision since antiquity, the phrase appears notably in Vi@ésrgicslV.387,

in a reference to Proteus that reads, in Dryden’s translation: “With sure
foresight, and with unerring doom, | He sees what is, and was, and is to
come” The Complete Poetical Works of Drydsh,George R. Noyes [Boston:
Houghton Mifflin, 1909], 483). In a letter to Thomas Hookham written 18
August 1812, PBS announced that “The Past, the Present, & the Future are
the grand & comprehensive topics dPM (Letters|, 324), a point re-
stated by Mab herself within the poem profi8pirit, come! | This is thine
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high reward:—the past shall rise; | Thou shalt behold the present; | will
teach | The secrets of the future” (11.64—67).

[11.242—-47. Awed by the Cross. .. commandlhe Wandering Jew ifihe
Monk (and inGhastain V&C) similarly possesses occult powers and simi-
larly produces awe and horror through his mark. The ghost of the Bleeding
Nun finally submits to him only because “I tremble at that mark!—I respect
it'—I obey you!” (Lewis, ed. H. Anderson, 172).

[11.261. Wolga’'s shore The period after “shore” i1831F reflects the
editor’'s penchant for breaking up PBS’s long sentences into shorter units;
here, however, it severs the dependent clauses that follow from the rest of
the sentence.

It is not clear exactly when and why Victorio fought on the banks of the
Wolga or Volga. The first third of the seventeenth century was tumultuous
in Russian history, particularly before 1613, a period of dynastic confusion,
civil wars, and foreign invasions known as “the Time of Troubles.” This
period was marked by an influx of foreigners into Muscovy, especially of
those serving as military personnel and mercenaries, many of whom con-
gregated around the Volga, where much fighting occurred. As a soldier
from Catholic Italy, Victorio might have served with the Catholic Poles
who, with the blessing of the Pope, attempted to enforce the claims to the
throne of the “False Dimitry,” a converted Catholic through whom, it was
hoped, all Muscovy could be converted and would subsequently join in the
fight against the Turks and Tatars. Tensions between the Poles and Rus
sians continued to grow, however, and on 19 March 1611, the Poles burnec
Moscow. The troubles of Muscovy were related in England in such con-
temporary narratives dhe reporte of a bloudie and terrible massacre
in the citty of Mosco, with the fearefull and tragicall end of Demetrius
the last Duke, before him raigning at this pres@mndon: Samuel
Macham & Mathew Cooke, 1607). For a detailed survey of Russian history
at this time, see S. F. Platond\he Time of Troubles: A Historical Study
of the Internal Crisis and Social Struggle in Sixteenth-and Seventeenth-
Century Muscovytranslated by John Alexander (Wichita: UP of Kansas,
1970).

The association of Victorio with the Volga might also be related to
Schiller's treatment of the Wandering Jew legenBan Geisterseherin
which the Wandering Jew figure appears as a Russian army officer (see G.
AndersonLegend/WJ175-77).

I11.274. sightless fiendsinvisible. Cf. the opening lines of the epigraph to
Chapter 7 ofSt.Irv (1811,123): “Yes! 'tis the influence of that sightless
fiend, | Who guides my every footstep, that | feel. . . .”

[11.290. stave stanza or set of verses.
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[11.300—349. 1829Esubstitutes for this passage the following summary:
“Finding that Heaven would not interfere to shorten his probation, and hav-
ing made himself familiar with all the secret arts of necromancy, he re-
solves to call the powers of the lower world to his aid, and is more than once
on the very point of selling his soul to purchase the happiness of death.
Upon one occasion the Prince of Darkness appeared to him after the fol-
lowing manner: . . ."

[11.302. calcined destroyed by fire.

[11.319. marked a circleThe Wandering Jew iihe Monksimilarly marks

a circle in his exorcism of the ghost of the Bleeding Nun: “He next drew
from the Chest a covered Goblet: With the liquor which it contained, and
which appeared to be blood, He sprinkled the floor, and then dipping in it one
end of the Crucifix, He described a circle in the middle of the room. Round
about this He placed various reliques, sculls, thigh-bones &c . . .” (Lewis,
ed. H. Anderson, 171). PBS, of course, had his own experience at trying to
raise ghosts and devils. See, for instance, Hogg'’s description of PBS'’s ven-
tures in the occult and Hogg's relation of his own schoolboy experience
within a magic circlel(ife, ed. Wolfe, 1, 36—40).

[11.327. night raven . . flitted by Cf. SoutheyThe Vision of the Maid of
Orleans: “The plumeless bats with short shrill note flit by, | And the
nightraven’s scream came fitfully, | Borne on the hollow blast” (1.39-41).

[11.335. lightnings gleamWe retain the reading GB31F, in whichlight-
ningsis plural andyleamis a verb (cfl.211: “Red lightnings gleam from
every cloud”), but “lightning’s gleam,” the emendationli®89 that paral-

lels “meteor’s glare” in the preceding line, is another possible reading, given
PBS’s penchant for omitting the apostrophe from possessives.

111.338—-428. As Cameron has pointed out, this long phantasmagoric temp-
tation scene parallels Ginotti's dream at the end of Chapter $.lo¥
(YS,35), a chapter, moreover, headed by an epigraph WWamThe pri-

mary differences are that the pleasing form that tempts Ginotti begins as
male (though it also dissolves into a demonic form) and that Ginotti is finally
terrified into yielding at the end of his dream. Behind both of these scenes,
Zimansky notes (“Borrowings,” 601-2), is a passage fiidme Monkin

which Matilda conjures Satan before a terrified Ambrosio:

What was his surprize, when the Thunder ceasing to roll, a full strain of melodious
Music sounded in the air. At the same time the cloud dispersed, and He beheld a
Figure more beautiful, than Fancy’s pencil ever drew. It was a Youth seemingly
scarce eighteen, the perfection of whose form and face was unrivalled. He was
perfectly naked: A bright Star sparkled upon his fore-head. . . . His form shone with
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dazzling glory: He was surrounded by clouds of rose-coloured light, and at
the moment that He appeared, a refreshing air breathed perfumes throug!
the Cavern. . . . Yet however beautiful the Figure, He could not but remark
a wildness in the Deemon’s eyes, and a mysterious melancholy impressec
upon his features, betraying the Fallen Angel, and inspiring the Spectators
with secret awe. (Lewis, ed. H. Anderson, 276-77)

Later inThe Monkthe narrator comments that Lucifer had “borrowed the
Seraph’s form to deceive Ambrosio” (433).

[11.339. ear The reading “air” inL892Wappears to be a misprint.

[11.346. insubstantiala synonym forunsubstantial,as conjecturally
emended irl887D.

[11.355. wreath a contemporary alternative spelling for the verb.

[11.383—-86. scroll . . . blood Zimansky (“Borrowings,” 602) notes the
parallel between this part 8§J and Ambrosio’s attempt at the endTdfe
Monk to escape the Spanish Inquisition by selling his soul to the Devil, who
“‘inone hand . . . held a roll of parchment, and in the other an iron pen” that
he struck “into a vein of the Monk’s left-hand. It pierced deep, and was
instantly filled with blood” (Lewis, ed. H. Anderson, 433, 435).

[11.387. then first altered to “when” inL887D,a conjectural emendation
that gratuitously changes the meaning of the line. The Devil is claiming that
after the Wandering Jew sells his soul by signing the volume with his blood
(“then”), he will at last be able to die. As the Wandering Jew ultimately
seems to understand this offer, however, it would provide peace only for the
interval between his immediate death and Judgment Day, when he would
be consigned forever to Hell (sd&403—-4). A contemporary Anglican
discussion of death and Judgment DBlye( New Whole Duty of Man,
containing The Faith as well as Practice of A Christ[Bablished by

the King's Authority; London: W Bent, and (9 other booksellers), 1805])
offers a similar understanding:

Notwithstanding . . . that there iparticularjudgment passed upon all men; foras-
much as good men, when they die, pass into a state of happiness, and bad men int
a state of misery; yet all the declarations of our Saviour and his apostles, concerning
judgment. .. plainly refer to the last ageheraljudgment: for it is only in that day

that the whole man shall be completely happy, or completely miserable; for in that
day itis that the bodies of men shall be raised; and as they have been partakers witt
the soul, either in obeying or offending God, so shall they then share in the rewards
and punishments of it; and in that day only can the degrees and measures of theit
happiness and misery be adjusted; for, even after death, the effect of men’s good ol
bad actions may add to their punishment, or increase their reward, by the good or
bad examples they have given, by the foundations they have established for piety
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and virtue, or by the customs they have introduced to countenance immo-
rality and vice. (110-11)

For an excellent discussion of the debate in nineteenth-century Anglican
theology about what happens to the body and soul after death and before
Judgment Day, see Linda E. Marshdittorian Newslette72 (1987): 55—
60.

The pact with the Devil signed in blood is, of course, a longstanding rite
in demonology, widely disseminated in various incarnations of the Faust
legend.

[11.406. coursedfollowed.

[11.421-22. Thunders . .ire InThe Monkafter Ambrosio refuses to sell

his soul to the Devil, “Instantly the Thunder was heard to roll horribly: Once
more the earth trembled with violence . . . and the Deemon fled with blas-
phemy and curses” (Lewis, ed. H. Anderson, 435).

[11.429-55. 1829Esubstitutes the following note, with its special pleading,
for the concluding lines of Canto |l:

Having so far gained a victory over himself and his tempters, he contrived to drag
on a wretched existence for sixteen hundred years, about the expiration of which
period he had met with Rosa, and in her deep confiding affection found a temporary
solace for his griefs. His narrative and third canto conclude together.

The fourth canto opens in a strain of truly elevated morality and piety, which
shows how much of good there must always have been at Shelley’s heart: . . .

[11.439-42. a tale dsclose. . . shrink to heaechoing the gist dilamlet
l.v.15-18: “I could a tale unfold whose lightest word | Would harrow up thy
soul, freeze thy young blood, | Make thy two eyes like stars start from their
spheres, | Thy knotted and combined locks to part. . . .” PBS quotes these
lines in the epigraph to Canto 11'8fJ and echoes them alsolin208-9.

IV. Epigraphs. The first epigraph is from Aeschylu€simenidegV.48—
49, 53-54) and reads in translation: “No! women they were surely not,
Gorgons | rather call them. Nor yet can | liken them to forms of Gorgons
either. . . . sable, and altogether detestable. Their snorting nostrils blow
forth fearsome blasts, and from their eyes oozes a loathly rheum.” The
omitted passage (V.50-52) reads: “Once ere this | saw some pictured crea:
tures carrying off the feast of Phineus—but these are wingless, . . .” (trans.
Herbert Weir Smyth [Cambridge: Harvard UP, 1926], Il, 277). For PBS’s
subsequent interest in the Eumenides or Furies, see especially the first ac
of Prom; for his abiding interest in the Gorgons and Medusa, in particular,
see the fragment conventionally titl€@h the Medusa of Leonardo da
Vinci in the Florentine Gallery(1819).

The second epigraph is taken from Banquo’s encounter with the witches
in Macbeth,L.iii.39-43.
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IV.1-37. This opening stanza advocates a piety unusual in PBS’s poetry,
climaxing inlines 19—-23 which berate humankind for railing “at Heaven”
and opposing “the Almighty Cause.” Such a statement appears to be in
tension with PBS’s alternative title ffJ: “Victim of the Eternal Avenger.”
Dobell, noting that the passage has no integral “connection either with what
has preceded or with what follows it,” goes so far as to suggest that it is
imported from the draft of an unknown poem by PBS in which “the ques-
tion as to man’s relations with the Deity should be discussed between two
speakers,” with these lines spoken by an orthodox speaker. PBS thus in-
serted it inWJ because “he did not like to lose it§87D,111-12).

However, nothing in this passage goes beyond Deism, a position PBS
was advocating, for instance, in December 1810, in a letter to “Wedgewood,”
the still unidentified correspondent with whom he was debating theology
and attacking Christianity. See B. C. Barker-Benfiektislley’s Guitarjn
which Jones’s transcription of “?Revd” is corrected to “Deism” (22) in a
letter of 20 December 1810 that PBS wrote to Hogg about the “Wedgewood”
correspondence_gttersl, 28). Two weeks later, PBS confesses to Hogg
that “Pope’s ‘all are but parts of one tremendous whole’ . . . has ever been
my favourite theory,” even as he curses Christiahigttérsl, 35). In this
same letter, with the Wandering Jew in mind, he interestingly claims: “For
the immoral ‘never to be able to die, never to escape from some shrine as
chilling as the clay-formed dungeon which now it inhabits’ is the future
punishment which | believe inLéttersl, 35; PBS’s quotation, which is not
identified in Letters, is paraphrased from the Schubart translatioh.an
Belle AssembléeseeSClI, 650). Cf. alsoA Sabbath Walkin Esd.

IV.8. garniture of. . . fields ornaments of the landscape. Cf. James Beattie,
The Minstrel; or, The Progress of GeniuShe pomp of groves, and
garniture of fields . . .” (.76Poems on Several Occasiojislinburgh:

W. Creech, 1776]).

IV.12. from whom these blessings flovn echo of the opening of the
Doxology (praise to God) by Thomas Ken (1637-1711; Anglican bishop
and hymn writer), which is still frequently sung in Protestant church ser-
vices: “Praise God, from whom all blessings flow. . . .”

IV.38-85. In omitting this passagé&,829Esubstitutes the following sum-
mary: “Victorio is now brought more prominently into notice. It appears that
he has conceived an unlawful passion for Rosa, and his mind, tempesttos
between his duty to his friend, and his burning anxiety to possess Rosa, a
whatever cost, is driven almost to distraction. In a fit of despair he deter-
mines on committing suicide. The following passage is a noble one: . . .”

IV.60. soul-harrowingWe have inserted a hyphen, omittedlLBB1F, for
the compound adjective.
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IV.79. melancholy nightshad&he poisonous woody nightshad&o{anum
dulcamaraor bittersweet) appears several times in PBS’s poetry, in which
it is often associated with passion.

IV.99. o’er: Victorio is no doubt “suspended o’e§31H, rather than
“suspended on"1(829B “the yawning flood”; PBS’s handwriting was li-
able to misreading on this point, especially because he omitted apostrophes

IV.114-15.death angel. . wave a probable reference to Mors, known as
the destroying angel and described in Lemprie@assical Dictionary
(1820) as a daughter of Night, worshiped by the Lacedsemonians, but rep-
resented by moderns as “a skeleton armed with a scythe and a scymetar.
According to the entry on “Death” in ReesXyclopaedia, The face of
Mors seems . . . to have been of a pale, wan, dead colour. The poets . .
seem to give her black robes and dark wings, and represent her often as o
an enormous size. Statius gives her arms and a sword, exhibiting her like &
destroying angel, where he is describing a pestilence. The ancient poets
sometimes represent her as coming to the doors of mortals, and thundering
at them, to demand the debts they owe her: sometimes approaching to thei
bedsides, and leaning over them: and at other times, pursuing her prey, ol
hovering in the air, and ready to stoop upon it.”

If PBS is indeed referring to Mors, he thinks of her as male. Cf. also the
unattributed epigraph for Chapter 2 $f.Irv (1811, 44): “The fiends of
fate are heard to rave, | And the death-angel flaps his broad wing o’er the
wave.” He may therefore have been conflating Mors with the decidedly
male angel of death Azrael, who appears in both Jewish and Islamic tradi-
tions, with various iconographic attributes. The medieval Death with his
deadly dart and Milton’s Death Raradise Lostould also have contrib-
uted to the masculinity of PBS’s “death angel.”

IV.149-402.This long passage is replacedli829Ewith the following
summary:

Thus diverted from his purpose, his [Victorio’s] passion for Rosa retains as fierce a
hold of his bosom as ever. Before he reaches his own castle, the Witch of the Alps
presents herself before him, and promises him the accomplishment of his desires
provided he consents to surrender his soul to her. Victorio agrees; and the Witch,
having led him to her cell, pronounces “Some maddening rhyme that wakes the
dead;” and after an incantation scene of considerable length, the whole of which is
exceedingly powerful, Victorio receives a drug from the hand of a fiend, which he is
ordered to mingle with Paulo’s wine, whose death will be the certain consequence.
The drug is infused, but the wine is drunk by Rosa instead of Paulo, who is thus lost
to both her lovers. What becomes of Victorio we are not told; but the poem con-
cludes with these lines. It is Paulo who is supposed to speak: . . .
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Note, however, that the designation “Witch of the Alps” mayL 829Es
gratuitous borrowing from Byron'Manfred and that the action is more
ambiguous than the summary represents. The Witch offers to provide Victorio
a love potion; it is unclear whether Victorio is able to hear the Devil tell the
Witch that the drug he has concocted will bring death to the one who drinks
it. There is a longstanding demonological tradition that witches cannot kill
other humans, “unless it be those witches which kill by poison, which either
they receive from the devil, or he teacheth them to make” (see Rossell
Hope RobbinsThe Encyclopedia of Witchcraft and Demonolfggw

York: Bonanza Books, 1959], 369-70).

IV.171-78, 180-90These lines appear in Medwinlsfe, ed. Forman
(39-40), where they are described as versified almost verbatim from a “wild
and extravagant” prose romance entitiéghtmarethat Medwin and PBS
supposedly wrote, “in alternate chapters,” during the winter of 1809. No
trace of this romance survives, nor is there evidence for its existence be-
yond Medwin’s own account. We collate the lines frorie as1913.

IV.182. rocks The semicolon following “rocks” inL831F unnecessarily
obscures the syntax of the sentence.

IV.186. Were Rogers inL972emended to “Was,” because the grammati-
cal subject of the verb is fold 85), but the logical subject iweeds(i.e.,
clothes), a figurative appositive flacks (181). If we assume an error, it
may have resulted from compression through omissia83iF.

IV.189. “Grinned. . . ghastly smile”slightly misquoted, perhaps from
memory, fromParadise Lostl.845-46, in which “Death | Grinn’d horrible
a ghastly smile. . . .”

IV.196. weird female “witch,” recalling the “weird sisters” iMacbeth to

whom Macbeth addresses the question quoted in the epigraph for this canto
Medwin claims thatNightmare contained “a hideous witch [who] played

the principal part, and whose portrait—not a very inviting one—is given in
The Wandering Jew. .” (Life, ed. Forman, 39). PBS’s portrait of the
witch may be compared to Southey’s memorable witch Lorrinite, the sub-
ject of Book XI of The Curse of Kehamél810), who “haunted” PBS,
according to Medwin (44). Although PBS does not make us privy to his
witch’s motives, Southey provides the following analysis of Lorrinite:

She hated men because they lov'd not her,
And hated women because they were lov'd.
And thus, in wrath and hatred and despair,
She tempted Hell to tempt her; and resign'd
Her body to the Demons of the Air. . . .
(X1.37-41)
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Southey complete&kehamaon 25 November 1809, but it was not pub-
lished until December 1810, and therefore could have influew&dili-

rectly only if the extant text includes later revisions—for example, those
possibly made in the MS that PBS left with Ballantyne in Edinburgh during
the summer of 1811. PBS was certainly eager to Kedmhma:in a letter

of 2 December 1810, in which he asks Stockdale to send him back a copy
of WJ for corrections, he also asks: “When do you suppose that Southey’s
Curse of Kehama will come out, | am curious to see it Lettérsl, 24).

He quite possibly reallehama then, in time to influenc®VJ, especially

the heavily revised Canto IV.

I\V.227-28.putrefaction’s power . . blue mistThe blue mist might be a
phenomenon of bioluminescence, whi€he Britannica Onling(1997)
describes as “the emission of light by an organism . . . [including] the ghostly
glow of bacteria on decaying meat. . . .”

IV.242. curled cloudsCf. Ariel's offer to serve Prospero by riding “On the
curl'd clouds” The Tempest,ii. 192). The ability to raise storms through
spells and intermediary spirits has long been accounted an attribute of witches
in folk tradition and was accepted in the thirteenth century as true by such
Church authorities as Thomas Aquinas and Bonaventure. See Robbins
Encyclopedia of Witchcrafd87-89.

IV.262. secret power is miné\s Zimansky points out, Victorio’s resort to
a witch who will in turn call upon the Devil to create a “philtre” that will
make Rosa love him is reminiscent of Ambrosio’s resofthie Monkto
Matilda, who summons the Devil to deliver a “phial” that will cause Antonia
to sleep helplessly while Ambrosio rapes her (“Borrowings,” 606).

IV.270. to one, whoWe retain this comma ii831F as indicative of a
rhetorical pause after one

I\V.271-331.Edinburgh Literary Journalwhich omitted these lines in its

text ofWJ proper, gives them as a separate poem, “An Incantation Scene.—
a Poem, hitherto unpublished, By Percy Bysshe Shelley,” in the issue for 26
December 1829 (collated above E829Ing. For the discrepancies be-
tweenl1829Incand1831F, see the section, “Editorial Analysis, Copy-Text,
and Emendations,” above.

IV.271. The charm beginsThis line begins “An Incantation Scene” in
1829Inc.In placing the first three words of the line into the same sentence
as the last thred,829Incalters PBS’s syntax; the only such alteration (so
far as we can determine) in tedinburgh Literary Journés treatment

of WJ.

IV.276. dark We follow the reading ii829Inc,though “dank” in1831F
is also possible. It would be difficult to tell the difference between the two
words in PBS’s hand.
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IV.277-79.threw. . . blue. . . flew A curly brace in1829Incmarks the
triple rhyme.

IV.291-300.But when. . . their eyesThis passage, which was probably
drawn from a heavily revised section of PBS’s MS, appears in a briefer and
quite different form inl831F:

His horrid form obscured the cell.
Victorio shrunk, unused to shrink,

E’en at extremest danger’s brink;

The witch then pointed to the ground,
Infernal shadows flitted around,

And with their prince were seen to rise,

Because Victorio’s great courage as a soldier was stressed earlier (he is
calledfearlesslll.258), it is possible that831Fprovides the more accu-
rate rendering of these lines.

IV.306—7.Words. . . flood The Witch is engaged in coprolalia, a demonic
version of glossolalia (speaking in tongues), in which the speaker obses-
sively vocalizes obscenities, a condition that was often linked to demonic
possession and which is inspired here by the presence of the devil and his
minions. See Matthew J. BowydEncyclopedia of Mystical Terminol-

ogy (New York: A. S. Barnes, 1979), 53.

IV.329. basiliskine eyeThe gaze of the legendary basilisk was reputed to
be fatal; PBS may have coined the adjective, which does not appear in the
OED.

IV.315-31.1831Fomitslines 318-33and gives315—17as follows:

Along the rocks a death-peal rang.
In accents hollow, deep, and drear,
They struck upon Victorio’s ear.

IV.340-41.Between these lines there is an apparent abridgement of the
text. The omitted passage may have included the three lines described ir
the introductory essay 4f831Fas “a pretty, affecting passage at the end

of the fourth canto,” and quoted as follows:

'Tis mournful when the deadliest hate
Of friends, of fortune, and of fate
Is levelled at one fated head.

The essayist ifrraser’s goes on to apply these lines “to the cloud of family
misfortune in which he [PBS] was then [in his youth] enveloped” (536),
raising the interesting possibility that the lines may be dated after PBS'’s
expulsion from Oxford and, perhaps, after his elopement with Harriet

232 Commentary for The Wandering Jew



Shelley.1989 conjectures that these three lines may have been located
betweenV.370 and371.

IV.341. Footnote. This note, presumably by PBS, is drawn from Sin’s
speech to Satan about the birth of DeRiwadise Lostl.787-89.

IV.370. philire: love potion or charm.

IV.377-78.Which. . . yon hill 1892Wtransposes these two lines. There is
no precedent for the reading “the hill’'989).

IV.383-90.These lines were quoted in full and praised by M. J. Jewsbury
in The Athenceufor 16 July 1831 (457) as providing “a tone of that perfect
song, ‘| awake from dreams of thee™ (i.e., “I arise from dreams of thee,”
the lyric first published by MWS ih824as “Lines to an Indian Air”). They
have been excerpted as a separate lyric, “Song from the Wandering Jew’
(“See yon opening flower,” or “See yon opening rose”) in several major
editions, includindL870, 1876, 1904nd1970;in 1927they appear both

as part ofWJ proper (see Historical Collations) and as a separate lyric.
1870and1927replace “flower” with “rose” 883) and “blast” with “gale”
(384), altering as well the order of wordsline 386 (“fast—is pale” for
“pale, is fast”). We collate @s913these lines as they appear in Medwin’'s
Life, ed. Forman, page 41.

IV.394. Lara’s castled heighAs 1989 points out, although PBS places
Lara in Italy, the name itself is probably Spanish, derived from a Castilian
family named in the chronicles of “El Cid” and later evoked in Byron's
Lara. PBS may have come across the name in Southey'sCIla@®icles

of the Cid(London: Longman, Hurst, Rees, & Orme), in which a long
endnote gives the history of the “Infantes of Lara,” who are described as
“among the most celebrated heroes of the popular Ballads of Spain” (389).

IV.413. Enthroned“Enthrones” in1831Fis probably a typo.

IV.419-28.Ah! . . . pangs | feeThese lines appear in a different, com-
pressed form i1 831Ffrom what may have been a heavily revised portion
in PBS’s MS:

Ah! | have felt his burning ire,—

Wild anguish glooms my brow;

His flaming mark is fixed on my head,
And must there remain in traces dread;
| feel—I feel it now!

IV.433. After this concluding line of the poerh829Eadds:

We have thus presented our readers with a good number of the most striking pas-
sages in this poem; and we are satisfied that none who take delight in such matters
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can have perused them without a very high degree of interest and satisfaction. That
so elaborate and valuable a work, by one of the first poets of our times, should have
existed entirely unknown to his nearest surviving friends and relatives, cannot fail
to be of itself regarded as a circumstance well worthy of commemoration. That it
should have fallen to our lot to be the first to intimate the existence of this important
literary curiosity, and to present to the public, through the pages dfitdrary
Journal,various selected portions of its contents, must always remain with us a
subject of pleasant retrospection and self-congratulation. It is not impossible that
the whole poem may be afterwards published in a separate shape, but of this we are
not yet aware. In conclusion, we have only to hope, though we can scarcely prom-
ise, thatin the prosecution of our labours, we shall occasionally be enabled to offer
to our readers literary matter of as novel and interesting a nature as that to which we
have now directed their attention.
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Posthumous Fragments
of Margaret Nicholson

As Denis Florence Mac-Carthy first notdgiaély Life, 39), the earliest
contemporary evidence for the existence of this odd collection is a notice on
17 November 1810 in ti@xford University and City Heralddvertising

its sale for two shillings at J. Munday (also publisher of the Oxford weekly
paper). On 21 November 1810, PBS wrote to Edward Fergus Graham in
London: “You heard from me last night, & were doubtlessly surprised at the
enclosure. | wish you would advertise it in all the papers which | mention
... . Nothing is talked of at Oxford but Peg Nicholson, | have only printed
250 copies & expect a second edition sodwgtters|, 21-22). Graham
must have hinted that he needed money to pay for the advertisements, fol
PBS wrote to him in his next letter, 30 November 1810: “l enclose a 5 £
note which is all | can immediately spare; | shall see you in a fortnight.”
Posthumous Fragments of Margaret NicholsdPF) was not reviewed,
perhaps because PBS believed that the scandalous nature of the poem
would make favorable reviews unlikely but would facilitate their sale by
word of mouth. In his 30 November letter, he assured Graham that the
“indelicacy” of theEpithalamium would have no ill consequences for him-
self, but would make the book “sell like wildfire, and asNiephewis kept

a profound secret, there can arise no danger from the indelicacy of the
Aunt—It sells wonderfully here, & is become the fashionable subject of
discussion—" I ettersl, 23).

PBS'’s letters to Graham remained unpublished till much later (three of
them firstin H. B. Forman'she Shelley Library1886] and others in Ing-
pen’s 1909 edition of PBSIsetterg, and two other early friends provided
the first known mentions d&?F after 1810. Thomas Medwin was charac-
teristically imprecise in his “Memoir of Shelley,” first published in the weekly
Athenceunm July—August 1832 (here quoted frdime Shelley Paperd833).

After mentioning PBS’s expulsion from Oxford, Medwin wrote: “During
the last term he had published also a strange half-mad volume of poems
entitled ‘Posthumous Works of my aunt Margaret Nicholson,” in which
were some panegyrical stanzas to the memory of Charlotte Corday; the po-
etry was wellworthy of the subject—probably the copy | have is the only
one existing” (11). In hitife of PBS(60—-62), Medwin repeats the same
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account—adding only the misinformation tR& was published by Parker
(another Oxford bookseller)—before quoting much of T.J. Hogg'’s story of
PF from Shelley at Oxford1833; ed. R. A. Streatfeild [1904]). Medwin’s
copy of PF has not come to light.

In 1833, Hogg wrote that he had found PBS reading proofs of some
very bad poems and suggested that, instead of publishing them anonymously
PBS should make them a little worse and turn them into amusing burlesques
of radical poetry. The two first-year students therefore decided to attribute
them to an appropriate persona: “A mad washerwoman, named Peg
Nicholson, had attempted to stab the king, George the Third, with a carv-
ing-knife; the story has long been forgotten, but it was then fresh in the
recollection of every one. . . . The poor woman was still living, and in green
vigour within the walls of Bedlam; but since her existence must be uncom-
fortable, there could be no harm in putting her to death, and in creating a
nephew and administrator to be the editor of his aunt’s poetical works”
(Streatfeild, ed., 200-201). Mac-Carthy enumerates several errors in Hogg's
retrospective account, demonstrating that Hogg was not PBS’s close friend
when thePF volume was conceived, but rather thE was being put
together by the time the two young men first nietriy Life, 34—-40).
Cameron, though warning that we cannot trust Hogg's highly colored ac-
count, credits Hogg’s claim that he supplied the title, because his hometown
in County Durham was near Nicholson’s birthpla8€l( 36fn). Yet, as
Hogg himself notes, her name was widely known at the time—she had
appeared in the Whig satires of the royal family by John Wolcot (“Peter
Pindar”), which PBS read; there is also evidence that others besides Hogg
made suggestions f@F. Two brief notes that PBS sent to James Roe of
Trinity College—one asking Roe to return a “poetical scrap” because he
wished to continue to work on it and the other inviting Roe to his room at
teatime for “wine & Poetry"—may, as Cameron suggests, date from the
period wherPF was in proof §CII, 639-41).

As we note in discussing the poemSirrv, PBS himself was probably
ambivalent about the quality of his poetry during his first term at Oxford,
and as his letter to Graham indicates, he may have initiated such a defensiv
maneuver as Hogg describes. But he may also have adopted the pseudony
mous persona of “Margaret Nicholson” not simply because the poetry was
bad but because he and his Oxford friends feared, like Graham, that it was
likely to get PBS into trouble with the authorities. Hogg stated that “there
was no lack of beardless politicians amongst us. Of these, some were more
strenuous supporters of the popular cause in our little circles than others;
but all were abundantly liberal” (Streatfeild, ed., 122). These “little circles,”
however, obviously shared the secret with others outside their sympathetic
coterie. Charles Kirkpatrick Sharpe (?1781-1834B), a Tory Scot who
was a fellow of Christ Church, Oxford, wrote at least two letters to friends
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about PBS’s literary exploits before his expulsion; in the one that survives
(altered to an undeterminable extent by its survival only in Lady Charlotte
Campbell's semifictionalizeBiary lllustrative of the Times of George IV
[1838] and included ihetters from and to Charles Kirkpatrick Sharpe,
ed. A. Allardyce [1888]), Sharpe wrote on 15 March 1815:

we have lately had a literary Sun shine forth upon us here, before whom our former
luminaries must hide their diminished heads—a Mr Shelley, of University College,
who lives upon arsenic, aquafortis, half-an-hour’s sleep in the night, and is desper-
ately in love with the memory of Margaret Nicholson. He hath published what he
terms the Posthumous Poems, printed for the benefit of Mr Peter Finnerty, which, |
am grieved to say, though stuffed full of treason, is extremely dull; but the author is
a great genius. . . . Shelley’s style is much like that of Moore burlesqued; for Frank
[i.e., Ravaillac] is a very foul-mouthed fellow, and Charlotte, one of the most impu-
dent brides that | ever met with in a book. (I, 442-43)

Sharpe’s allusions to PBS’s chemical experiments and mishaps (later de-
scribed by Hogg inShelley at Oxforgdand to his efforts to reduce his
sleeping time show that Sharpe had been informed of PBS’s private doings
as well as his publishing exploits. PBS wrote in his 21 November letter to
Graham, “I now do not take more than three hours sleep, & feel quite
pleased at the idea that | shall soon be able to live withoutrtbebid
suspension of every energy (Lettersl, 22). In this connection, note

that Southey’s memoir introducinghe Remains of Henry Kirke White
(1807), which PBS had probably read by this date, attributes the early death
of White (1785-1806) to his strict regimen of study and prayer at Cam-
bridge that allowed him only five hours of sleep per night (I, 45-50).

Slatter's Testimony

Additional information on the composition and publicatiorPéf first ap-
peared in the notes at the end of the fourth edition of Robert Montgomery’s
Oxford: A PoenfOxford: Henry Slatter, 1835), page 165, in a memoirletter
by Henry Slatter, the junior partner in the firm of Jjohn] Munday (later
Munday and Slatter) that printed and publisi¥d Slatter recounts that
when Timothy Shelley brought PBS to Oxford, the father lodged in the
home of Henry’s brother John Slatter, with whose family he had lived when
he had been a student.

While lodging there with the son of his former host he [Timothy Shelley] . . .
learned that one of the sons was about embarking as partner with a bookseller
and printer; thither Sir Timothy repaired with his son, and gave him a particular
injunction to buy whatever he required in books and stationery of the aforesaid
parties; Sir Timothy moreover, said “My son here,” pointing to him, “has a literary
turn, he is already an author, and do pray indulge him in his printing freaks”—one
of the works alluded to was his romance of “St. Irvyne, or The Rosicrucian;” [A
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footnote keyed here identifies the publisher as J. J. Stockdale and the date as 1811
actually, PBS had publishethstrozzirather tharSt.Irv, by Oct. 1810. Slatter’s
memory of the latter title probably came from Stockdale’s accour8tdifv in
Stockdale’s Budgeto which Slatter alludes to remind the public of another pub-
lisher who had lost money by trusting PBS and Timothy Shelley.] he [PBS] soon put
the parties to the test by writing some fugitive poetry, entitled, “Posthumous Frag-
ments of Margaret Nicholson,” a work almost still-bron, and directing the profits to
be applied to Peter Finnerty; the ease with which he composed many of the stanzas
therein contained, is truly astonishing; when surprised with a proof from the print-
ers, in the morning, he would frequently start from the sofa, exclaiming, that that
had been his only bed, and, on being informed that the men were waiting for more
copy, he would sit down and write off a few stanzas, and send them to the press,
without even revising or reading them,—this | have myself witnessed.

On PBS’s poetic facility, our analysis of the plagiari3atht Edmond’s
Evein V&C and some of his privately released lyrics suggests that young
PBS cultivated an air aprezzaturdy first memorizing verses (written by
himself or others) and then pretending to compose them extemporaneously.
Butin PF there are passages, especiallyrigment (“Yes! all is past”),
that show signs of haste, ahlde Spectral Horsemanyhich is unrhymed,
frenetically paced, and leaves one line incomplete, may have been com-
posed in the manner Slatter describes.

Slatter emphasizes how much money his firm and other printers and
publishers lost because of PBS'’s irresponsible publishing schemes in order
to shame Timothy Shelley into paying PBS’s debPforHe may therefore
both magnify his losses and overstress Sir Timothy's desire that Munday
and Slatter “indulge” PBS in “his printing freaks”—a story that does not
jibe with Stockdale’s portrayal of Timothy Shelley as one who kept his son
on a short leash financially. Thus Slatter’s claim Bfatwas “almost still-
born” sounds like special pleading. Slatter does not deg$efibdormat as
a printed book, and when he wrote, he seems to have had no remaininc
copy of the volume that he says sold so badly. Munday and Slatter must,
therefore, have sold the extra copies of the work in some fashion—at least
as scrap paper—or this title would not be one of PBS’s rarest. If not widely
sold, it must at least have circulated from hand to hand, for we have
Kirkpatrick Sharpe’s letter dated four months after its publication to support
PBS’s contemporary testimony and Hogg's recollection that the work at-
tracted considerable attention at Oxford. Though we may question Slatter’s
testimony on matters pertaining to the sales and financial rewdBshu$
account, which provides the only eyewitness evidence about the publication
of PF other than Hogg's clearly fantasized version, effectively contradicts
the claim that Hogg supervised the publication of the volume.

Slatter’s narrative shares with Sharpe’s letter of 1811 the idea that PBS
directed “the profits [oPF] to be applied to Peter Finnerty” (?1766-1822,
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DNB). Mac-Carthy and Camerol¥$49-51) quote an advertisement of 9
March 1811 in thé©xford University and City Heral@lso published by

J. Munday) that names Poetical Essay on the Existing State of Things
as the poem from which Finnerty, an Irish journalist, was to receive the
profits. (If this work was ever published, no copy has been located; see
Appendix C.) Finnerty was tried and convicted of slandering Lord
Castlereagh, but not until February 1811. How, then, défalés originally
published in November 1810, have been written for his benefit? Did PBS or
Slatter reissu®F under a new title in the spring, just before PBS’s expul-
sion? Or do the statements of Sharpe and SlattePthatas the work
alluded to in the advertisement simply mean that they, never having seen
Poetical Essay on the Existing State of Thimgsumed that the publica-
tion advertised in March was reaBBF?

Margaret Nicholson and Eleanor Nicholls

As Hogg contends, the name of Margaret Nicholson (?1750—D82B)

was familiar to the upper classes of the day as the “mad washerwoman”
who on 2 August 1786 attacked King George with a dessert knife, wound-
ing him slightly, and who was thereafter judged insane and incarcerated in
“Bethlem” or “Bedlam”™—that is, Bethlehem Hospital. For example,
Kirkpatrick Sharpe’s March 1811 letter (quoted above) to Lady Charlotte
Campbell, lady-in-waiting to Caroline, Princess of Wales, shows no need to
identify the madwoman. While at Eton, PBS could have heard from his
mentor Dr. James Lind more of Nicholson’s story than Hogg ever knew;
Lind (1736-1812DNB), a physician in the household of King George llI,
certainly knew colleagues who treated the king’s madness, one of whom—
Dr. Willis—PBS names both in an April 1811 letter to Hogg (“I wish you
would allow me to be your Dr. Willis'Lettersl, 74]) and inPeter Bell IlI

(line 474), and Lind may also have consulted at Bedlam. Stories about
Nicholson probably also appeared in the newspapers from time to time,
since she continued in her delusion that she was a member of the roya
family and repeatedly sent letters of petition to the King and the Prince of
Wales (seesCI, 34-38, 88-89), including at least one autograph manu-
script poem of four irregular quatrains (unpublished; now in Pfz), which
appeals to the king—"Justice with Mercy | so to Balance the scale | that
Charitys Excellence | may never fail | . . . So the force of temporal power
| But mitigate my plea | according to gods attribute | Thus redeem my
pergery . .."—and concludes, “So Subscribe myself | your Royal Highnesses
| Most devoted | and Most Humble Servant | Margaret Nicholson.” Lind
(a free-thinking correspondent of David Hume and Benjamin Franklin)
may have mentioned such verses to PBS, or contrasted the fate of this
woman, confined to the sad precincts of Bedlam for a feeble attempt on
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the life of one person, with that of George I, who still lived in splendor,
though his “liberticide” wars had killed thousands. She thus provided a con-
venient authorial persona to whom to attribute poems condoning regicide
that PBS may have judged too dangerous to publish under his own name
Moreover,The Life and Transactions of Margaret Nicholsarften by

her landlord Jonathan Fisk and published in 1786 (in Ashley, BL), mentions
a love affair between her and a Swiss valet who, after promising to marry
her, had abandoned her for another woman. If PBS, through his omnivorous
reading, or Lind, or one of his Oxford friends, was aware of this aspect of
Nicholson’s life, he could have seen in her another dimension that sanc-
tioned publishing his own poems about disappointed love that his developing
literary aspirations and improving critical standards deemed to be, like the
poems inSt. Irv, unworthy of his name.

Even if PBS’s knowledge of the would-be regicide was neither detailed
nor specific, PBS may have seized upon the name Nicholson for persona
reasons: (1) his grandfather Sir Bysshe Shelley had a mistress named Eleanc
Nicholls, who lived at Lambeth, Surrey, and whose two sons and two daugh-
ters Sir Bysshe acknowledged and provided for in his will3§d, 444—

45); (2) the elder of these sons was named John and the younger Byssh
(Sir Bysshe's legitimate sons being Timothy and John); and (3) PBS’s fa-
ther also had an illegitimate son (first name yet undiscovered) who was
older than PBS and whom Timothy Shelley acknowledged and reputedly
liked better than PBS (see J. Biddgats-Shelley Journ&9 [1990]: 29—

33). Nothing has yet been discovered of Nicholls’s origins, and the mother
of Timothy Shelley’s natural son remains unidentified, but in naming the
“editor” of PF “John Fitzvictor” (the prefix “Fitz” being the patronymic
traditionally given to acknowledged illegitimate children of the royal blood),
PBS may have played not only updiator, his nom de plume f&&C, but

also onJohn: combined with Nicholson, the editor's name may well incor-
porate family jokes in Timothy Shelley’s household about Sir Bysshe’s mis-
tress, his younger legitimate son, John, and his illegitimate son of the same
name. Hogg and PBS’s other Oxford friends, ignorant of this familial subtext,
may have seen in the name Fitzvictor an allusion to Mrs. Fitzherbert, the
Prince Regent’s favorite mistress, whom he had actually married, accord-
ing to contemporary rumor that historians have since confirmed (see note to
DW, lines 67-70).

The personae whom PBS chose as the author and the edffothafs
potentially meld public themes and semipublic gossip about the royal family
with such personal matters as the illegitimate children of PBS’s father
and grandfather, and his method in constructttg seems to involve a
nexus of mutually supportive public and private associations that antici-
pates (albeit in a crude form) the complex interwining of traditional myth,
literary precedent, historical allusion, scientific knowledge, and personal
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emotion that characterizes his mature poetry. In critigBiR@nd its con-
stituent poems, we focus on two primary areas: first, the probable origins
and occasion of each of the six individual poems, and, second, the extent tc
which each poem expresses PBS’s own ideas and feelings and in what
measure those ideas and expressions are modified by the volume’s fictive
structure, by representing the emotional outpourings of a mad laundress
and would-be regicide, arranged by her nephew.

Motivation, Emphasis, and Effect

PBS'’s letters to Graham give more attention to the sexually free aspects of
PF than to its political dimensions; he writes that “the [latter] part of the
Epithalamium . . . is omitted in numbers of the copies,—that which | sent to
my Mother of course did not contain it” and adds, “to my Father Peg is a
profound secret’l{ettersl, 23; no copies of PBS’s poems belonging to his
mother have surfaced and no copyP&f located to date omits any text).
But, as PBS himself surely recognized, both the first, untitled poem—which
some scholars believe was the one he later alluded Essay/ on War
(see Appendix C)—and the assassination theme oEghithalamium,
which purports to celebrate the spiritual union of a regicide and the assassin
of a republican demagogue, provide transgressions much more likely to
trouble the Oxford authorities than was evidence of student prurience. Both
PBS'’s letters and the AdvertisementR& also ignore the personal ele-
ments in the third, sixth, and perhaps fourth poems, which seem to reflect
bitter disappointment in love and probably originated as reactions to the
Grove family’s decision to break off the tacit engagement of Harriet Grove
to PBS. OnlyThe Spectral Horsemanan imitation of the poems of
“Ossian,” might have seemed conventional enough to prevent the Oxford
establishment from imputing to its author either a subversive purpose or a
troubled mind, and even that poem can be interpreted as a call for rebellion
in Ireland.

Although most poems iAF were probably written with a serious intent,
the form that the published volume took has the air of a defiant undergradu-
ate prank in which PBS, egged on by friends or (perhaps) by student provo-
cateurs who wished him trouble, tried to offend almost everyone, especially
the Oxford authorities and the adults in the Grove and Shelley households.
In entitling the volumé>osthumous Fragmentsas withOriginal Poetry,
PBS seems to have been playing a game of misnomers: Margaret Nicholsor
was not dead, and only two of the six poemBHnare presented as frag-
mentary (though the final word is omitted frdime 59 of Spectral Horse-
man). One likely explanation for these anomalies, given his treatment of
the poems irBt.Irv, is that he was apologizing for the imperfect quality of
all the poetry, the sentimentally personal as well as the prurient or political.
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Given the complexity of PBS’s motives and the circumstances of the
publication of PF, attempts to find ideological or artistic coherence in the
volume have met with frustration. MS,Cameron read8F ideologically,
finding evidence of PBS’s growing radicalization and republicanism, but he
treats only the first two poems. He s&&mbition, power, and avarice”
as an attack on “George Il and his ministers as the instigators of the war
with France” (54; see also 318-19). Tlne Romantic Fragment Poem
(139-50), Marjorie Levinson tries to solve the unstated problem in Cameron’s
treatment oPF by showing that when the persona of Margaret Nicholson
is regarded as a unifying dramatic element throughout the entire volume,
the political message is dissipated by the merely personal problems of un-
happy love bemoaned by Nicholson in the third, fourth, and sixth poems.

Readers who do not believe either that politics was PBS’s primary pas-
sion during his first term at Oxford or that a simulacrum of Margaret
Nicholson was in his mind when he wrote each of these poems may regarc
the personae of this woman and her nephew simply as carnivalesque mask
employed to shield the young poet from taking full responsibility for his
opinions, his emotions, and (perhaps) his imperfect versification. Such dodges
had been a staple of English antiestablishment literature from the beginning
and had gained momentum during the century from Swviftslest Pro-
posalandThe Drapier’s Lettershrough the letters of “Junius” and down
to Byron’s use of the mask of “Horace Hornem, Esq.,” to attack the Prince
Regent inWaltz(1812). PBS himself was later to employ similar fictions in
Peter Bell Il, in Swellfoot,and—more relevant to the personal poems in
PF—in Epipsychidion.One way to read®F as a coherent whole that
successfully fulfills its author’s intention is to see it simply as a sophomoric
prank by a precocious freshman.

Bibliographical Description

According to T. J. Wise’'s Shelley Library31), there were just six sur-
viving copies of the first edition. We have located and collated five copies of
181CPF: BL, Ashley (from Wise’s collection, also at BL), Pfz (the copy in
the Pforzheimer Collection, New York Public Library, previously owned by
Hogg and H. B. Forman), Tx (the Stark copy, completely uncut and un-
opened), and Htn. (Though we queried a large number of other libraries,
surveyed via OCLC’s WorldCat, that listed copiet®1 OPF in their cata-
logues, all those copies proved to be facsimilelsBdf0PF rather than the
original.)

In order to reduce such confusion in the future, we include a detailed
bibliographical description c£810PF. This volume is a large quarto, the
British Library’s cut-and-bound copy measuring 21.6 x 27.8 centimeters,
while the totally uncut and unopened Stark copy at the University of Texas
181CPF Tx) measures about 29 x 23 cm. The complete volume (exempli-
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fied by1810PF Ashley) consists of four quires: A1—4 includes the half-title
(verso blank), title page (verso blank), Advertisement (verso blank), and the
beginning of the first poem on the quire’s final leaf, recto and verso, the last
page of which is numbered “8.” The first leaf of quire B (pp. 9-10) con-
cludes the text of the opening poem. The subsequent three leaves (pp. 11-
16) contain the bulk oEpithalamium, which concludes on page 17, the
first page of quire C (verso blank); C2 (pp. 19-20) contains the complete
text of Despair, folio C3 (pp. 21-22) contains the text of themgment
(“Yes! all is past”), and C4 (pp. 23-24) begins the texiTte Spectral
Horseman,which concludes on page 25 (D1 recto; verso blank). D2 and
the recto of D3 (verso blank) contéitelody to a Scene of Former Times
and (as the law prescribed) the printer’'s colophon, which had to appear on
the last page containing text. The verso of D3 and both sides of D4 are
blank; the final blank leaf is present only in the Ashley and Tx copies, hav-
ing been discarded from the rebound copies.

The British Museum acquired its rebound copyl8fLCPF relatively
early (accessioned “28 JU [18]59”); perhaps this BL copy was the model
for the first reasonably accurate witness to the original text, a careful type-
facsimile edition prepared by R. H. Shepherd that W. M. Rossetti first saw
at Swinburne’s house sometime before November 186&R@esetti Pa-
pers [1903], 335), but T. J. Wise’s suggestion that Shepherd’s facsimile
edition dated from ca. 1870 (Wise, 32), may mean that Rossetti saw a
preliminary proof that was not perfected and circulated until later. Both
Forman inThe Shelley Librarand Wise inlA Shelley Librangistinguish
this facsimile froml81CPF by its lack of the 1807 watermark in the paper,
its misprinting ohateful stream$or baleful streamsn page 8“@mbition,
power, and avarice,lfine 24), and a different line break on the “dropped
head” (second line of the title) &pithalamium; Granniss adds that the
paper of the facsimile is thicker than that of the original and that two rules
on its title page differ from the original fancy rulesl&1(PF. Our com-
puter collation of the two texts has turned up three additional minor textual
differences betweeh81(PF and Shepherd'’s facsimile: Ime 41 of the
first poem, there is a comma affeide in 18 1CPF thatc.1870PF omits;
in theEpithalamium, line 6, Kings is followed by a semicolon ibt81PF
and by a comma in the facsimile; ahaimb’ringinline 11 of the final poem
is spelledslumberingin the facsimile. Otherwise, Shepherd’s edition is a
reasonable duplicate of the original and, in the absence of the latter, can be
a useful check on the accuracy of other texts.

Textual Authorities and Later Editions

There survive no holograph textual corrections in the extant copies of
1810PF (not even in Hogg's copy, now at Pfz) and no unambiguous refer-
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ences to the volume after PBS’s expulsion from Oxford. Unless there should
surface another printing of the first, untitled poem under theAtitlEssay

on War(see note below), or a copy of that poem, cut deEand emended

for Godwin,1810PF provides the sole textual authority.

In 1870,Rossetti omitted the first poem entirely on the grounds of Hogg's
unsupported remakr (Streatfeild, ed., 203) that it “had been confided to
Shelley by some rhymester of the day,” and Rossetti or the publisher—
possibly to save space—tan together some of the lines of the poems from
PF that he did publish, as well as making his usual massive changes in
punctuation and orthography (changes not materially corrected in Rossetti’'s
revised edition ol 878).

We collate Shepherd’s facsimile text (based on copies at Bod and Tx) as
a primary textual witness, denominatd187@F. Three other separate
editions ofPF that claim to reproduce the original text literatim are of less
interest. One by Forman (1877) consisted of copies of his accurate text of
PF from Volume IV of his Library Edition (1876—77), which were off-
printed for separate sale. A second facsimile mentioned in Vlketey
Library (31) was an abortive effort by Forman and Wise to produce an
exact facsimile more accurate than Shepherd’s; according to Wise, a single
copy only was printed for them and is in his collection. This item (BL Ashley
5025) proves to be a copy of page proofs (printed on one side only) of
Forman’s undated facsimile. Finally, a copy in the Avon Books series (1911),
though purporting to be a line-for-line reprint, was set in a much smaller
format than1810PF and is riddled with textual errors. Most collective
editions of PBS’s poetry follow the poetic textsHR, though with varying
faithfulness and accuracy (see Historical Collations beginning on p. 375).

Advertisement

By using the first paragraph of John Fitzvictor’s introduction here to call
attention to the untitled first poem on the evils of war, PBS suggests that the
volume’s primary focus is political. The second paragraph, which promotes
a possible sequel volume, raises the question of whether PBS had additione
poems to use for such a purpose. Several times during his career, he aske
his publishers to advertise or prepare for works that he had only begun to
write or conceive, but he also had additional poems from the Oxford period
that he later copied intesdaile Notebook (Eds)he last sentence, on the
inchoate state of Margaret Nicholson’s MSS, may be either an attempt to
add substance to the fiction of the poems’ authorship or a defense designe:
to limit the responsibility of the “editor” and to excuse the imperfections of
the poetry, as well as its extreme opinions and sentiments, as the ravings o
a deranged mind.
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“Ambition, power, and avarice”

This poem is without a title i6810PF, though some later editors entitled it
“War.” Frederick L. Jonedettersl, 231n) and the editors 8989(1, 114)
suggest that this was PBE&ssay on Wathat he later promised to send to
Godwin (PBS to Godwin, 16 Jan. 181tters|, 231). This supposition
remains likely as long as there can be identified no separate volume entitlec
War or Essay on Wapublished at Oxford or London in 1810-11, and thus
far nobody has claimed to have seen one. If PBS sent a c#pylution,

power, and avarice’to Godwin, he may have removed it fréth to keep

his mentor from seeing the sophomoric sexual jok&pithalamium and

the personal laments later in the volume. Shelleyans should remain alert
however, for the belated reappearance (in some newly computerized library
catalogue?) of another poem on war that may prove to be a lost work by
PBS.

If PBS did write a lost poem on w&Ambition, power, and avarice”
still could provide clues to the tone and possibly some of the contents of that
work. Though Nathaniel Bloomfield (the shoemaker brother of the popular
self-taught poet Robert Bloomfield) wrote Bissay on Waf1803) in blank
verse, a poem named “Essay” in PBS’s day was more likely to be written in
heroic couplets—a convention established by Popa'€ssay on Criti-
cismand An Essay on Maand reinforced by such intervening poems in
the “middle” or “legislative” style on the nature of man in society as Johnson’s
The Vanity of Human Wish€t749), Goldsmith’'sThe Traveller; or, A
Prospect of Society1764), and a series of poems by Cowpé&he
Progress of Error, Truth, Expostulatiortc. Any work by PBS entitled
Essay on Wawould have castigated monarchs and statesmen for initiating
wars that caused suffering for their people: among his surviving early po-
ems that contain such attacks akethe Emperors of Russia and Aus-
tria, The Monarch’s Funeral Anticipatedand others that focus on the
victims of imperial wars, includingZeinab and Kathema, The Voyage,
Henry and Louisa,andA Tale of Society as It Is-all in Esd, as well as
Falshood and Vicewhich PBS first included iBsdand, when he failed to
publish that volume, added to the noteQaten Mab (QM).

Antiwar sentiments, found in European literature throughout the eigh-
teenth century (e.g., iGulliver’'s Travelsand Candidg, gained strength
during the wars of Europe’s monarchies against republican France. Josept
Fawcett (d. 1804DNB), a schoolmate of Godwin and a Dissenting clergy-
man whose liberal lectures at London’s Old Jewry influenced both young
Wordsworth and Hazlitt (and whose later disillusionment with the French
Revolution may have made him one of the models of Wordsworth’s “Soli-
tary”), published pacifist poems The Art of Wa1795) andVar Elegies
(1801). In 1803 Nathaniel Bloomfield published his book-lemgthEssay
on War, which was praised by Henry Kirke White in Southey’s edition of
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White’s Remains(ll, 252-55). Other likely sources for PBS’s ideas in-
clude Godwin’s essay entitled “Of Trades and ProfessioridienEnquirer
(1797) and some of the numerous antiwar poems in the public press be-
tween 1808 and 1810 (specimens of which appeBritish War Poetry

in the Age of Romanticisned. Betty T. Bennett, 1976).

But poems that expatiated upon the evils created by kings who send
their subjects to war could still be considered treasonous by a monarchy
fighting for its survival, and PBS'’s attack goes beyond the popular antiroyalist
and antiministerial feeling generated by such military debacles as the
Walcheren expedition of 1809, or the Foxite Whigs’ politically motivated
advocacy of peace after Napoleon’'s defeat of the Austrians led to the
Treaty of Schonbrunn (Oct. 1809), which renewed the subservience to
Napoleon of all Britain’s continental allies except Portugal and the Spanish
rebels. PBS’s poem condenmalbwars as exploitations of common people
by self-indulgent rulers and seems to hint that regicide was the surest cure
for the disease. There is no evidence, however, that PBS wrote this poernr
to represent the views of the historical Margaret Nicholson, who neither
was politically active nor held antimonarchical sentiments. On the contrary,
her delusion was thahewas the rightful monarch of England.

Textually, “Ambition, power, and avarice’presents few problems.
The likely errors inL8 1LGPF are (1) some apparently inconsistent punctua-
tion inlines 12-13and49-52,(2) a failure to include commas to set off
Oppressors of mankirmhdHeavernn lines 23and34, and (3) a failure to
indentline 63 (the first line on p. 10 i1 810PF) to show that it begins a
new verse paragraph following the Alexandrindine 62. We have left a
line space betwee®2 and 63 but have not otherwise emended, because
these oversights seem unlikely to confuse readers and others may identify
reasons for these anomalies in PBS’s text that have eluded us. Although
the poem is untitled ih810PF, the half-title for the entire volume, “Posthu-
mous Fragments,” appears just above it.

line 2. bleeding world Cf. Charlotte Smith’s indictment of “Wise Politi-
cians” who “consign | To tears and anguish half a bleeding worldThé€ (
Emigrantsll.321;The Poems of Charlotte Smitid. Stuart Curran [New
York: Oxford UP, 1993)).

line 5.avenger'si.e., Satan’s.

line 9. Herehecticis a noun (“a fever’-Entick’s . . . Dictionary, 1795)
anddoes. . .flusha verb.

line 14.As PBS’s line suggests, at this period the government provided no
support for “dependants of military casualties989).

line 16. their listless earThroughout this poem, singular nouns appear
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with collective plural intent, as here, whezar (with a plural adjective)
implicates the dual ears of several kings. PBS never totally gave up this
oldfashioned usage (e.gAthanase,line 72), perhaps reinforced by his
tutors at Eton and Oxford, but it appears less often in his mature poems.

line 24.balefulmay come from relevant contexts in Milto@smus: “Circe

with the Sirens three, . . . Culling their Potent herbs, and baleful drugs”
(253-55)Paradise Lost:four infernal Rivers that disgorge | Into the burning
Lake thir baleful streams” (11.575—76), or Goldsmithte Traveller:Yes,
brother, curse with me that baleful hour, | When first ambition struck at
regal power” (lines 393-94). 10.187@PF Shepherd accidentally substi-
tuted “hateful” for_baleful

line 27.Here, many a widow(grammatically singular) dropping a single
tearis a variant of the idiom described in the notérie 16, above.

lines 29, 35The widow's appeal represents God in depersonalized deistic
terms as aimighty Powerrather than a “Heavenly Father,” just as the
author (or typesetter) fails to capitalizein®5, where the pronoun refers

to this ultimate force in the universe. PBS’s diction and orthography may
subtly reinforce his antitheistic message.

line 37. Did PBS write parts of this poem at a level of abstraction that
betrayed him into using the singular prondhine for a collectively plural
monarchsis thinea solecism introduced to represent the poem as the work
of semiliterate Nicholson; or is monarcsimply a copying or typographical
error?

line 51.Though it is not clear to us why there is a semicolongitayand
periods at the ends of the previous and the following lines, we have left this
evidence of what may be a hasty revision of the text at this point (by PBS or
the compositor), an unnoted grammatical usage that signals the compres
sion of the subject into the relative pronoun (Mého seedor “[He] . . . |
Who sees”), or perhaps another solecism by “Margaret Nicholson.”

line 58. The Latinate inversion of subject and predicate nominative here
tends to muffle PBS’s—or Nicholson’s—meaning.

lines 59-62 last eventful dayThough the echo of “dust to dust” from the
burial service suggests simply the leveling of kings to common humanity
through natural deatbyentfuland the image of the sword-wielding warrior
suggest the apocalyptic final battle between Good and Evil.

lines 62—-63.See Commentary to this poem on the possible significance of
the Alexandrine at the end of a pagel BiLOPF. A space between these
lines alerts readers to the probable beginning of the final verse-paragraph.
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lines 68ff. Fear, War, Woe, TerroandRuin are here capitalized, presum-
ably to emphasize—or personify—them (as Byron capitalizes similar ab-
stractions inChilde Harold I.xxxviii—xl). The practice of the Romantics

(as in W. Wordsworth’'s and S. T. Coleridge’s early volumes) may derive
partly from the Greek habit of personifying human emotions (as in Homer
and Hesiod) and partly from the traditional typographical practice of using
capitals for emphasis (as Pope does consistently). The succession of Georg
| to the British throne reinforced the native practice with the German usage
of capitalizing all nouns. Byron’s MSS show more frequent use of capitals
for emphasis than do those of PBS, but neither poet’s practice has beer
fully analyzed.

lines 73—76.The image oRuin as a charioteer careening in the wake of
Fearforeshadows the chorushtellas (711ff.) in which “The world’s eye-
less charioteer, | Destiny” is led by Ruin and followed by Renovation.

line 77. smoaking a common, though old-fashioned, contemporary spell-
ing.

lines 79-831n 1892W,Woodberry adds quotation marks to mark the first
half oflines 79and80—-82(along with the first half #3, which1810PF
enclosed in quotes) as direct quotations of words spoken by a(v8)ce
Though Woodberry's reading seems a likely one, the interpretation has suct
far-reaching implications that we prefer to advance it in this note, rather
than to emend the sole textual authority, thereby foreclosing other possible
interpretations.

line 85.enthusiastThis rare adjectival use of the word may follow William
Collins’s Ode to Pity29; in PBS’s day the nowenthusiastended to have
positive connotations for religious Dissenters and political liberals but nega-
tive ones for Anglicans and Tories. Cf. PBS’s clearly positive use of the
word atQM 1.49.

line 87.Sincethe hated causaf the work of hel(86) is clearly said to be
the Monarch(78, 83, to advocate the removal of that cause, if human
agency were involved, might suggest that the poem advocates regicide.

line 88.Though inines 68—76PBS capitalized the nouns discussed above,
he did not always personify or emphasize either similar negative nouns (e.g.,
those in1-2, 32, 41and44) or even such positive onas_peacenno-
cenceandlove in the final line. We are not certain whether the MS copy,
the typesetting, or PBS’s proofreading was haphazard, or whether he in-
tended to leave such inconsistencies as attributes of “Nicholson’s” irregular
habits of composition.
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Fragment. Supposed to Be an Epithalamium of Francis Ravaillac
and Charlotte Cordé

This poem, which PBS discussed in his letters to Graham, is one that
Hogg and other Oxford friends of PBS may have altered, introducing little
jokes that turned a serious poem depicting tyrannicides as saints into a sexu
ally risqué schoolboy burlesque. Its “plot” begins as Margaret Nicholson’s
vision of the afterworldlibes 1-68§ and then turns into an erotic lyric
dialogue between Francois Ravaillac and Charlotte Corday d’Armans, the
hero and heroine of “Nicholson’s” vision. Traditional epithalamia celebrate
the fleshly pleasures of newlyweds, but the thematic keynote of PBS’s
radical statement appearslines 42—-45:

Congenial minds will seek their kindred soul,
E’en though the tide of time has roll'd between;
They mock weak matter’s impotent control,

And seek of endless life the eternal scene.

Corday (b. 1768 of a noble family in Normandy) was inspired by Girondin
refugees from the Assembly to travel from Caen to Paris on behalf of the
Girondin cause; on the pretext of informing on the Girondins at Caen, she
obtained an interview with Jean Paul Marat, the leading Jacobin journalist,
confined to his bathtub by a skin disease, and stabbed him in the heart (1
July 1793). Corday was guillotined on 17 July 1793. In 1811, PBS was
unlikely to have known Southey’s poem celebrating “Corde” published in
the Tory Morning Poston 13 July 1798, which Southey apparently be-
lieved was the fifth anniversary of her execution (€emtributions of
Robert Southey to tHdorning Post, ed. K. Curry [1984], 73—75). But as
Gary Kelly notes\Women, Writing, and Revolutiod993), Corday is a
heroine of Helen Maria Wiliams'tetters Containing a Sketch of the
Politics of France. . . (1795 et seq.; I, 126-38), which PBS almost cer-
tainly did know. There PBS would have found a woman of principle, cour-
age, and dignity, as well as a male admirer who felt himself drawn to Corday
as by an elective affinity: in a long footnote, Williams tells how a young man
named Adam Lux fell in love at first sight with Corday as “he accidentally
crossed the street as she was passing on her way to execution”; he promptl
published “a pamphlet, in which he proposed raising a statue to her honour,”
was imprisoned for this provocation, and thereafter talked of nothing but
