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SYNOPSIS

The contention of the essay which follows is
that the presumption that Wyatt's rhythm can be
judged by standards which are impervious to the
eactual performance of his poetry, to the actual
affects achieved and the 'meanings' thereby»iuparted,
leads ineluctably to the rejection of Wyatt's poetry
by prosodists and that the rejection of that presump-
tion leads as rigourously to the conclusion that
prosody (as that term is widely understood) has no

role to play in the assessment of Wyatt's poetry.

Evidence in favour of this oonclusion is provided
by the slight and jp:reviously unacknowledged testimony
of the punctuation of two principal Wyatt menuscripts
(transcripts of which are provided in vols. 2 and 3)
and slightly reinforced by attention to the phrasal
rhyme-scheme of some of the poems. The evidence is
considered suggestive rather than conclusive, but by
following through the suggestion of a nonequantitative
rhythmical principle an attempt is inude to show that

in Wyatt's poetry there is a creative and dramatic



significance indicative of a pervasive though limited
set of preoccupatieps - metaphysical, political and

psychological « within the poems,

In donclusion it is maintained that, although no
final placing of Wyatt can rest purely upon his
rhythmical accomplishment, the approach to Wyatt's
rhythm which has been proposed is important in that
it reveals a presence of such basic and important
preoccupations in the poems and these,set within but

transforming the conventions of amour courtoeis, are

finally adduced to establish Wyatt's place in relation

to the sixteenth century,
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Preface,

It is the purpose of the present essay to attempt
a statement.of the rhythmical principles and significance
of the poetry of S8Sir Tho‘as Wyatt. The statement falls
naturally into four main sections. It begins with a
three-part sketeh of the traditional attitudes tow:rds
ﬁyatt'n rhythm, presents and assesses some hitherto
neglected evidence reievant to a judgment of that
rhythm and then attempts to formulate an empirical
account of it. PFinally, the statewment is extended to
prévide an accrunt of Wyatt's life as revealed by his
poetry, beiieving with Flutarch and presumably with

Wyatt that

he that wyll obey the poesy of
Appollo / must first knowe him
self / and so toke aduyse of his
owne nature / & as she ledeth to

take an order of lyfe /'(1'

1 : , .
(1) Thomas Wyat (tr.), Plutarch's Quyete

of Mynde (Cambridge, Mass., 1931),
chq




Specifically, this last section deals with the
metaphysics, pelitics and psychology of Wyatt's
conception of moveuent as revealed to us in the poetry
and waintains that the hope expressed by Professor
Lewis -~ to find among the successors of Chaucer and
Gower "both (he impulse and the power to paint the

A
inner world without the help of allegory" (2)

M

(2) ¢.s. Lewis, The Allegory of Love

(Oxford, 1938), p. 238.

- is not a vain one, It is scarcely credible that
this hope could have been satisfied by the author of
"La Belle Dame Saus Merci'", but unfatunately

Miss Seaton's Sir Righard Roos, Lancastriam Poet,

with its contention that "all but a few of the lyrics
and shorter poemi now attributed to Sir Thomas Wyatt
~--=- are basically or entirely the work of Sir Richard
(3)

Roos ,"

(
3) Ethel Seaton, Sir Richard toos,

Lancastrian Poet (1961), p.454.

e

appeared too late for consideration here. A preliminary

rejoinder to iss Seaton is, however, given in Appendix A,

- 2 -



Nearly every stage of the argument which follows
is posmessed of ite own uncerteinties and allows ample
room for intelligent judgement, The contemporary
influence of the traditional view of Wyatt's riythm is,
to begin with, difficult to gauge, it has already been
adverscly criticised and it may be that its proponents
are no longer with the living. Even so it is strange
to find Rubel treating claaéic»} prosody as a purely
sixteenth and early seventeonth century phenomenon.

For whilat it is true that later proponents of this,
the basis of the traditional view of Wyatt's rhythm,
did not coumit thq excesses of their sixteenth aund
early seventeenth century nrredecessors, it was rather
because their Lattle had been won than that the field
had been conceded. And ceortainly that optiéism,‘though
co:mendable, is surely ill-founded which led Rubel to
believe that

It is difficult today to evaluate a

movement that was so artificial as

(4)

that favourine classical meters

R

(4)

Veré L. Rubel, Poetic Diction in the

English Renairsance (New York, 1941),

pe 119,




Although the traditicmal view has been challenged and
although it may have no living champion it will be
treated as a still living sttitude on the grounds th.t
it stil]l commands a great deal of thc printed wmaterial
te which the student must turn for assistance and
because it has affected, to some extent, even the

texts of the poems avwailable,

Ylainly any argument abouth Wyatt's rhythm is
intimately dependent upon the organisation of 'the
words on the page' and the need for an accurate text
becomes a top priority. What is needed, of course,
is a text which is as faithfull as possible to the
poems as these are to be found in the manuscripts,
for wyatt, so far as is known, had no hand in preparing
his poems for print. In editing the fragments of

The Court of Venus, HKussel Fraser has speculated upon

the possibility of Wyatt having supervised the
publication of the first edition of that anthology
(which cont.ined several of Wyatt's own poems) and
concluded that

No doubt it is safer to assume that

kyatt had nothing to do with the

issuing of his poems, (5)

-“-



(5) Russell A. FPraser (ed.), The Court of

Venus, (Durham, N.C., 1955), pp. 42-43.

There remains, therefore, the principal authority of

the manuscripts and in particular of the Egerton manue

(6)

script in which Wyatt'’s hand is prowminent,

(6) The only published transcript of the

Egerton manuscript is that by Flugel
in Anglia, XVi11 (1896), X1X (1897).
Flugel accepts the later unauthorised
corrections of the first few poems,
gives a number of minor misreadings,
generally ignores nunation signs and
does not reveal the full extent of
the manuscript punctuation. Por ecase
of reference in reasding volume one,
therefore, it was thought nccessary
to set out the actual transcript of
the manuscript used by the present

writer,

whilst the text of the two manuscripts which comprise

volumes two and three of the present work (the Devonshire

-5-



and Fgerton manuscripts res; ectively) is not without
its own pfoblema, from the point of view of Wyatt's
rhythm their important feature, and one which has been

disregarded hitherto, is their punctuation,

Since the publication of Simpson's book

Shakesnearian unctuation in 1911, Shakespearian

scholars at least have treated punctuation seriously.
And the seriousness alluded to here has been of a kind
militating against ths caricoeture of scholarship which
euch preoccupations frequendly give rise to; 1t is of
the kind wet with in Pollard's interpretetion of

Simpson's thesis:

My own way of restating the facts as

I understand them, is that in
Shakespeare's day, at any rate in
poetry and the drama, all the four
stops, comma, semicolon, coclon, and
full-stop, could be, and (on occasion)
were, used siuply and solely to denote
pauses of different length irrespective
of grammar and syntax, On the other

hand the normal punctuastion was iauch



nearer to normal speech than is the
case with our own, which balances one
comma by another with a logic intoler-
able im talk, Thus the punctuation

we find in the plays omits many stops
whieh modern editors insert, and on
the «ther hand inserts others,
sometimes to mark the rhythm, sometimes
to erphasize by a prcliwinary pause
the word, or words which follow, some~
times for yet other reasons which can
hardly be enumerated. The only rule
for dealing with these suprae=
grammatical stops, is to re.d the
passage as punctuated, :nd them consider
how it is affected by the pause at the
point indicated., In the sase way, {if
there is no stop where we expect a
colon or even a full stop, we must

try how the passage sounds w.ith only
light stops or none at all, and see
what is the gain or loss to the

(7)

dramatic imvression,



e e

(7) A.¥, Pollard, Shakesjpean's Fight With

The Pirates And The Problems Of The

Transmiassion Of His Text (Canbridge,

1937), pp. 90-91,

Until such times as the principles (Af any) directing

the nllocation of sixteenth century junctuation have
been discovered, suech empiricism as Pollard here pro.coses
provides the only sound approach to the subject. This,
however, presents the student of wyatt's rhythm with

two main tausks, Firstly, he must eatablisﬁ the maﬁ;-
script punctuation and distinguish it in its prinéiplus,
if this is at all possitle, from modern editorial |
punctuation, Secondly, he must ﬁonsider what punctuation
is to be found in the manuscripts as indicative of the
speech of ‘volice' of the poem, or r«ther of ilie movement

of thie 'voice', which is the rhythm, of the poem.

With regards to the punctuation «f tiie wmanuascrijts
the absolutely wimnimal claim has (o be proven and the
openiny chapters (and th: trinscrints in volumes 2 and
3) perfarw thv minimsl ta-k of demonstraiing the
existence ﬁf wmanuscript punctuation, Simult.neously,

Professor Harding i« shown to have been wrong when, in



an otherwime excellent essay, he maintained that "Wyatt

(8)

and his scribes did not use the 1ause mark,"

- i

8
(8) D.W, Harding, "The Postry of Wyatt"

in The Age of Chaucer (ed. Boris

Pord, Pelican Guide to English
Literature, 1954), p. 203, Plugel's
transcript clearly shows some of the
pause marks used by Wyatt and his

scribe.

Not only do‘wyntt and his scribes use the pause mark,
they do so in a fashion which substantiates Professor
Rarding's speculations about Wyatt's understanding of
rhythm! Wyatt's understanding was not disci,lined by
the precepts of classical prosody. Nott, in introducing
his edition of Wyatt, had already pointed out that

wWyatt did not subscribe to the ruleé of classical
prosody but to a "rhythmical verse'" which was welle
established in England, Nott, however, used the term
‘rhythmical' very loosely indeed, so loosely that he
seens to have overloeked the fact that classical ;rosody

is itself a rhvthmical dogma. Professor Harding greatly



;rﬁfin" ﬁﬁe{gto;ligontly.ophisticatos Nott's account
o} ;rhjglmfs:}pvorsq",‘calltag it more aptly "pausing
verse", Bpt both Nogt ag&vvrofossor Harding thought
lof Wﬁh#t's verse as quap}itative. syllabic verse and,
whgt‘ia m;ra. Notﬁ_gié.not allow his perception of
Wfﬂtt'l rhythmica;‘gg;pliarity to influence the

presentation of the text of the poems which he ordered

i

%

standard writers", To this thc present

as befits "our

essay opposes the v;ew that if punctuation has any
crei:i§e importéncg }n poetry it lies in its ability to
qreate phrases in a poetry in which the phrase is the
;fimar§ significant unit of rhythm, It is because it
reveals this kind of poectry that the disposal of
punctuation in theytwo manuscripts chosen provides

the basis for an understanding of rhythm wider than

that offered by observing the close quantitative confines

of feet and syllables,

It is beyond the scope of the present work to
discuss all the ramifications which this view of
rhythmical organisation gives rise to, but one major
one must be mentioned here as it is mentioned later

only in passing. There is obviously a close connection



between attention to the rhythmical phrasing of a poem
and its wusical aitting or accompaniment and many
early«Tudor poems appear to have been sungs John
Harington, writing to Prince Henry in 1609, quotes a
sonnet reputed to be the work of Henry Vilith and by
him commanded to be sung to Anne Boleyn [fsee Thomas
Park (ed.), Nugae Antiquape, I (1804), 368.;7 What
Thomas Wythorne wrote of his own practice in the

late fourties of the sixteenth ccuturxﬂ:fs therefore
probably typical of the Wyatt ‘circle’ ;en or twenty

years earlier:

I yuzed to sing my songs qnd sonnets
sumtym to the liut and sumtyms the
virginals, wherby I miht gell my

tal with my voils aswell az by woord
or wryting, and sumtyms it shiuld
bee the better hard bekawz that the
miusik zoined therwith did sumtyms
draw the mynd of the hearer to bee
the mor attentyu to the song ...

for singing of such songs & dittioz

(9)

was A thing kommen in thoz daiez,

-110



- . A

(9)
James M, Osborn (ed.), The Aute-

‘biography of Thomas wWythorne (Oxford ,
196;)' Padl,

wosliven -

A musfical tradition r:§tad'iﬁ liturgiCallchant and
plainsong would direct bhythmicnl attention towards
phrasing rather thun towards the countins of syllables
or the arréngement of;motrical féet. The'carol and
lyrical traditions appear io Bo‘integrn;ly connected
with such musical traditions and one would expect. that
integrity to be maintained in rhythn long after the
initial impulse was finding fresh outlets in new
subject matter. But théyphrasal conception of rhy(hn
is not limited to fhd?ia?drﬁi of verse most intimately
related to music. It is more properly argued that
liturgical chant and plainséng pfuvide evidencé of an
understandfng’of fhythmkghite differenti from that
founded either upon syllable-counting or upon foot=-
counting and that in so far as it does so it ennables
us to see the movements of enrlier verse in a

perspective other than that of "our standard writers",.

Having ascertained what wight be c~lled the

rhythmical context of Wyatt's poetry it becones not

- 12 -



o
only possible but pertinent, in pursuit of that deeper
seriousness which should control all literary studies,
to consider the character of the life ther:by revealed.
Are we confronting, in the poetry of Wyatt, the product
of a placid, assured civilization, relatively
unquestioning in its allegiances and, henee, conventienal
and artificial im epiritual impulse? Or, on the other
hand, are we faced with the work of the turbulent and
selfequestioning spirit which}appears to be peculiar
to civilizations caught in a‘érisis of consciousness?
To what extent did wWyatt himself "obey the poesy of
Appollo ... knowe him self / and so tuke aduyse of his
owne nature / & as she ledeth ,,. take an order of lyfe"?
Although the final section of the argument presented in
the folloewing chapters may appear ‘sociologicalt it
will be seen to bear directly upon the estimation of

kyatt and upon the concluding attempt te 'place' Wyatt

in the sixteenth century.

- 1% -



Chapter Onme

Criticism

1. By Misrepresentation,

When, in the latter part of the nineteenth century,

Saintsbury expressed his disgust at Wyatt's versific-

ation and his approval of Surrey's he was writing as a

scholar who had inherited very clearly defined standards

of wetrical propriety, one of which was forthrightly

expressed in his

(9)

asz.;tion that

Every English metre since Chaucer at
ieasf'can be acanneafiwithin the
pfoper limits, according to the
strictest rules of classical prosody:
and while all good English metre
comes out scatheless from the
applicatgon of those rules nothing
exhibits the badness of ba.J English
T | (9)

metre so0 well as that application,

G, Saintsbury, A History of Elizabethon

Literature (1890), p.14,.

3 14 -



And there can be little doubt that it was the same

belief that convinced »Miss Foxwell

(10)

that Wyatt consistently secured
pentameters in his pentameter verse,
and that the departure: from the
striect iambic pentameter line are
in accordance with a body of

recognized prosodic variants. (10)

L e
F.Me. Padelford, "Thc Scansion of
Wyatt's FEarly Sonnets,"” Studies

in Philology, XX (Jan., 1923),

1, 139.

The 1list of variants Miss Foxwell supplied, especially

after they had been reartanged and (in the words of

Padelford) "supplemented somewhat" by Padelford,

provides a striking reductio ad absurdum of this kind

of aivproach to wWyatt's rhythm. fadelford listed the

variations as follows:

1. Initial trochee
2. 1Initial monosyllabic foot

3« Troclece after cacsura

- 15 -



4, Monesyllabic foot after caesura,

preceded by regular foot

5, Ceasura in the middle of a foot
{perhapes almost too universsl to

be recorded)

e Epic caesura: additional wedk
'+ gyllable before caesura, followed

by normal foot after caesura

7. Monosyllabie foot elsewhere than
at the beginning of a verse or

1%, after the caesura

8. Amnapaestiec foot
{11
a, First foot

be Other than firat foot

9, Final es (and perhaps final o )

pronounced
10. Alexandrine verse

11, Hendecasyllabic verse: additional

weak syllatle at end of verse
j L . - ‘N Lo
12, Slurred syllables, of which the

most fre.uent are ¢

-160



a. R, 1, m or n (usually unaccented)

followed by a weak syllable

e Suffixes, such as eth, en, on,

er or ina

ce Vowels in Jjuxtaposition

d, Unimportant ay)lables

3, o
13. Long wvowels or dipthonga'troated

as dissyllabic

14. VYowel sound inserted between

consonants

(11)

15. Four stressed'lino

(’.1) Padalferd. PP 139' 140.

Foxwell's plan was to regard these
‘at

practices as permitted devintions

and to suppose that once you have

called them this you can go on

believing that he wrote metrically.

D.¥W, Harding, 'The Rhythmical Intention
in Wyatt's Poetry,' Scrutiny, XIV,

2 (December 1946), 91.

- 17 -



This places a very heavy priee upon regularity, but
it is a price which has te be paid as long as the
belief so well formulated by Saintsbury is allowed
to guide the reader's response to and judgment of
rhythm. Fortunately, Saintsbury's conception of
"geod English metre® is mot, nor was it then, as
universal as he would have had it appear, It needs
to be recalled, imn the first place, that it was
Saintsbury's tenacious belief in the universal

provenance of classical prosody that led him to

entirely differ with those persons
who have sought to cfeate an
independent prosody for English
verse under the head of 'beats' or
'accents' or something of that

sort’ (12)

(12)
Saintsbury, p.14.

and it helps us to appreciate the limitations of such
a belief to observe that one of these persons was
Gerard Manley Hopkins. Hopkins's ‘'sprung rhythm' was

itselfl created’out of an awareness of the limitations

- 18 -



of classienl prosody which it sought to cvercoase by

turping to

the native and natural rhythm of
speech, the least forced, the nmost
rhetorical and emphatic of all

possible rhythms, (13)

(13)
W.He Gardner (ed,.), Poems and Prose

of Gerard Manley Hopkins (1953), p.243,

Such an attempt Qpﬁ:ars to have been more comprehenaidble
to a poet and musician of the midwsixteenth century
than to Saintsburys Thomas Wythorme suggests, in his
autobiography, that it is as classical as classical

prosody itself, for, he rewmarks, it is Aristoxenus who

speaketh of that miusik which standeth
in sownd and vois, and mot of that
which konsisteth in meeterz, rithmsg

(1%)

and verses,

(14) .
Wythorne, ps 236,

- 19 -



There is a second observation which favours the

view that, im the words of Puttenham's editors,

we read early- - and mid-Tudor verse
from too modern a standpoint and
judge it by largely irrelevent

(15)

standards.,

(15) :
GeDs Willcock and Alice Walker (eds.),

The Arte gf Engliah Poesie

(Cambridge, 1936), p. 1xvii.

v

For whilst the bulk of critical and scholarly material
dealing with Wyatt's poetry is’preoccupied with his
prosody (I use the term as Saintsbury, Foxwell and
Padelford would), prosody itself was an interest which
did not make itself felt in England until the middle
of the sixteenth century; 4in the eirly sixteenth
century, as»Puttenham's editors observe, prosody was

none~existent (p. lxxxvi). Puttenham, whose The Arte

of Emglish Foesie was begun no later than the late

fifties and who shows a greater aquaintance with the

early-Tudor poets than any other Elizabethan critic,

- 20 -



considers himself in this respect an innovator.

Now peraduenture with vs Englishmen
it be somewhat too late to admit a
nev inuention of feete and times
that our forefathers neuer vsed

nor neuer obserued till this day,
either in their weasures or in their
pronuntiation, and perchaunce will
seeme in vs a presumptuous part to

aftempt. (16)

(16)
Puttenham, p.119,

But Puttenham does not consider his "mew inuentions"
with the seriousness of later writers.'"but to be
pleasantly scarmnned vpon, As are all nouclties so
friuolous and ridiculous as it." (p. 119). His
seriousness, we are led to presume, was reserved for
the practice of his "forefathers', Puttenham is
equally explicit as to the purpose of his work,

affirming that

our chiefe purpose herein is for



learning of Ladies and Gentlewomen,
or idle Courtiers, desirous to
become skilful in their owne mother
tongue, and for private recreation
to make now & then ditties of

(17)

pleasure

(17)
Puttenham, p. 158,

and honestly declaring

the authors owne purpose, whieh is to

make of a rude rimer, a learned and

(18)

a Courtly Poet,

(18) Put tenham, p.1508

The highly conspicuous and selfeconscious ornamentation
of this period, the need to place so much emphasis upon
an owtward and mannered cultivation, wmay probably be

related to the social rise of the nouveaux riches,

Certainly, when Puttenham writes of a "rude rimer" he

is not thimking purely in literary terms, as becomnes
Cwa



apparent when he warns his hypothetical would~be poet
Al

that being now lately becounec a
Courtier he shew not himself a
erafts m:-n, & merit to be disgraded,
&k with sworne sent back againe to the
shop, or other place of his facultie

and calling (1y)

(1% Puttenham, p.299.

B

What Puttenham offers his readers them is a book of
manners{ he presents his prosody as a means by which
ladies and courtiers, and especially new courtiers,

can polish up their English, especially their English
verses, with an eye to acquiring a certain social
finish, But Puttenham himself understood well enough

. that the methods proposed did not apply in the case of
poets writing "till this day", If, after the mid-Tudor
period, English verse conforms more closely to the
demands of presody than does earlier English verse

this is to be accounted for by the effect which prosody

had once it had been introduced,

- 230



This last observation suggests that classical
Prosody is not a reliable guide to the verse of the
early~Tudor periodjy classical prosody along with
the expectations to which it gives rise will therefore
be set aside, As a conscquence of this renunciation
& new picture of Wyatt's rhythm emerges, revealing
Wyatt as an essentially English poet, a poet whose
problems spring troé the character of the English
language on the one hand and the character of his own
situation on the other, and whose success largely
depends upon his ability to create the sense of a,
more or less, passionately apprehended situation by

means of rhythm and not

in transplanting into our language
the forms of the Spanish, French, and

Italian writers
nor in

‘correcting the ruggedness'! of English

poetry (20)

P
(20)
R. Bell (ed.), PFoetical Works of Sir

Thomas Wyatt (n.d.), p. 60 and

PPoe 53. 5*0

L e
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And if; at present, in reading Wyatt,

Sowe of the lines irresistibly suggest
a man counting the syllables on his
fingers, as indeed, the reader is
often compelled to do on a first

acquaintance (21)

(21) H. Child. "The New English POBtryg"

in Tha Cambridge History of English

Literature (1932), II1II, 170,

it is hoped that the present essay will go some way
towards exposing the inappropriasteness of such‘an
approach to Wyatt's verse, an inajpropriateness which
Miss Poxwell and Padelford have made only too apparent.
In its place a less narrow and pedantic sense of rhythm

is preferred.

There is yet a third, although peripheral,
observation which must be allowed some slight force in

diocountiﬁg those ceriticisms of Wyatt based upon the



conventions of quantitative verse, It is an essential
prerequisite of such criticism th.t available texts
should‘riproduce accurstely the syllabic length of
Wyatt's lines. However, up to the present no text

of Wyatt does this, The opening lines of the first
poem in the transcript of the Fgerton manuscript (see

vol. 3) read :

Behold, love, thy power how she dispiseth :

my great payne how litle she regardeth .

and the precise significance of the line above eth is
not at cvresent known, It is not arbitary, for it
appears with cpnsidorablc consistency above th, gh,
&bt and ch, and it is not idiosyncratic as it occurs
in a number of different hands, The use of this

mwark is, a8 may be seen frowm the transcripts, very
frequent indeed., S8Similarly, the last stroke of final
11 which curls back over the letters or alternatively
the horizontal stroke through the final 11, the
elongation of the last stroke of some final rs, one
form of the finaul d, and (in Wyatt's hand particularly)
the final k, ©h and t, these may variously signify an

abbreviated or poorly formed final e, The situation

- 26 -



in the manuscripts is much as Ker has stated it in a

preﬁaratory note to Examples of English Handwriting

11501750

By the late fifteenth century it

had become a well established custom
in vernacular writing to draw a
horizontal stroke through or above
the h in all words ending in th,gh,
ght, eh, to draw a similar stroke
through every final double i, to
extend the last stroke of every
final r, m and n in a flourish above
the line and to extend the loop of
every final d in a downwards direction
ees Somae of the strokes cannot mean
anything, for example whemn they are

used with such words as well, on and

for., Others may, or may not,

indicate the omission of a letter, (22)

(da) HeE.P, Grieve, Examples of English

Handwriting 1150-1750 ( / Chelmsford_/

1954); p. 1i.




Whether we are to understand a suspended final e
(which could be indicated by an apostrophe) or
whether we are to give a final ¢ and also to give

it & syllabic value is an unsolved problem. (Since
it is unsolved Miss Poxwell has no groumds for her
certainty that Wyatt "made use of the syllabic 'e!

to give the full number of syllables to the line."
Foxwell, Study, p.38.). Had the problem confronted
critics of Wyatt's verse in the texts upon which they
relied their pronoumcements would surely not have had
that air of finmality they so frequently possess,

Sueh uncertainties as to the syllabic length of the
lines does not, of course, affect in any iwmportant

way considerations of rhythmical phrasing

There seems to be little evidence, therefore, to
Justify the view that Wyatt was fumbling with classical
prosody. Yet although critical opinion with regard
to Wyatt's work is now changing in his favour, it
still apprears true tc say that the usual, and certainly
the traditional, view of it is that it rei resents an
attempt to reform (to quantify) English numbers which

were then in a state of chaos for which changes in
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pronunciation have generally been held to be responsible.
Ia this task, the general view insists, Wyatt was not
altegether successful and a great many of hie lines
resist every attempt to scan them, Nevertheless we
cro)not to believe that his efforts were altogether
wastedi he introduced Italian (and especially Petrarchan)
influences into English poetry and, furthermore, he
prepared the way for that successful reformation which

is claiwed (along with the introduction of blank verse)
a8 the outstanding achievewment of hiis younger
contemporary, Surrey., This view of Hyait's achievemént.
inadequate though it is, eannot be discounted out of
hand, It is true that in Wyatt's poetry lines which
appear to observe all the proprieties of classieal
prosody jostle with others which, by such a standard.

are outrageous, It is also true that Wyatt translated
from the Italian and in particular from Petrareh., And

it is certainly true that Surrey laid a basis for

regular quantitative verse, a basis which was not

provided by Wyatt excep(, as .t were, in patchés.

However, huving admitted so much, we are still

not committed to the traditional view of wygtt as



this is outlined above. WwWhilst Wyatt's poetry gives
offence tc a classical prosodist such as Saintsbury,
it is highly unlikely that Wyatt was writing within
the conventions which the classical prosodist expects
and, hence, judgments based upom such expectations are
irrelevant. Secondly, although Watt translated from
Petrarch and the Petrarchans he did not introduce
their reguler metric (some of his greatest irregulorities
appear in just such translations) nor did he introduce
their vocabulary, which must have been familianr to
every reader of earlier English lyrics (such as those

in Harley MS, 2253) and of Chaucer, And

there ias no question that the
courtly umakers took imspiration
from Chaucer, both for perce;t and
for example, Even if we did not
have the statements of Brahasx and
Wilson on the vogue of Chaucer's
language among the courtiers,

ex mination of the poems of Skelton
and Haves, Wyatt and Surre¢r , of

Grimwald, and of the undated group



o TP

who attained anonymous immortality

in Tot;el's Miscellany would furnish

ample testimony of Chaucer's influence

(23)

on the language of poetry,

(23) Rubel, pne 29, 30,

Pimally, it is even pessible to show that Wyatt's
attitudes are incompatible with those of Petrarch and
his followers and, in fact, this has recently been

(24)

done.,

AL

ot

(24) By Patricia Thomson, "Wyatt and the

Petrarchan Commentators," Review

of English Studies, X (Aug. 1959),

39

How then, one is prompted to ask, did Wyatt come to be
thought of as one of the first reformers of English
numbers and one of the first of our Italianmate pots?
Whatever the answer to this question may be, such

W

presumptions have to be set aside in order to arrive

at a serious assessment of Wyatt's poetry.
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20 By Prouﬁngation.

A close reondine of Wyat:i:'zm verse suigests that
rhytimically it is not based upon the metrical foot,
nor even ujpon the syllabic line, but upon the phrase
that ias to s»ny, that it is not quantitative but phrasal
in construction, The major objection to t..is inter-
pretation is th:.t in the var.,cus editions of wyatt
the ;ointing of the lines is generally grasusatical
and ivnores distinctions between phrases except where
these occur in tlhe course of ordinary grammatical
usage. Thus, Tor instance, the following lines from
No.26 in Prcfessor “uir's editicn sugrests a rhythmical
division into phrases marked by a slivcht pause, but
this sugges«tion is counteracted by the actual

nunctuation of the lines,

I FYNDE no peace and all my wary is Jone;
I fere and hope, I burne and freise like yse;
1 fley above the wynde yet can I not arrisej
And noght I have and all the worold 1 =esong
That loseth nor locketh holdeth me in prison

And holdeth me not, yet can I scape nowisej e c.



The rhythmical phrasi ng of these lines may be intimated

roughly by using the virgula te indicate a pauset

I FYNDE no peace / and all my warr is done /
I fere and hope / I burne and freise like yse
I fley above the wynde / yet can I not arrise
And noght I have / and all the worold 1 sescon
That loseth nor locketh / holdeth me in prison /

And holdeth me not / yet ecan 1 scape nowise /

But there is here a possible conflict between the
gramwmatical sense of the lines in Professor Muir's
version and the rhythmical sense of the lines as set
out above. With Professor ituirt's text it is
difficult to understand the line "That los=etl: nor
locketh holdeth me in prison"i we are led to ex.ect
grammatical sense where in fact there doesn't apnrear
to be any. But in the rhythmical version "That" is
not prevented by grammntiéal pointing from referring

back to "the worold®"; the sensme of the lines being

/
/
/

*the world will neither rele:se me nor yet hold me, it

imprisons me and yet it does not'. The same complaint

is encountered in E 106 (tramscript),



At such a point as this, and thir is but one of
the moet striking of many sueh pointeg, it becomes
necessary to consider the evidence of the manuscripts
which contain wyatt's poons; Having discovered that
the editorial pointing is not altogether compatible with
the rhythmical principle underlying Wyatt's verse the
veracity of editorial punctuation re«cuires some exam-
ination, The results (the actual punctuation is fully
recorded in the transcriptions given in volumes 2 and
3) cannot of course prove that Wyatt's rhythm is
fundamentally phrasal but can, and I bhelieve do,
strengthen such an intc;pratation of it, Simultaneously,
the pointing of thc poems becomes of critical and not

simply technical or editorial importance,

When the editions of Nott, Foxwell and Professor
Muir are comp- red in the light of the manuscript
versions of Wyatt's poems, they provide a certain
amount of evidence illustrating the extent to which
the taste of an age affects the editorial presentation
of manuscript sources, This is not altogether
surprising if it is borne in mind that an essential
part o( the editorils task is to achieve some kind

of comjromise between what he finds in his sources and
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what he believes the public he has in view is in a
position to understand and to appreciate, But,
allowing this, the comparison of Nott's edition with
that of Professor Muir suggests that we have to-day
an audience for wyatt which is prepared to attempt

to consider him as an early-~Tudor poet writing earlye
Tudor poetry. Nott's edition implieeg the existence
of an audience prepared for poctry only in so far as
it appeared in thc garb of the late eighteenth and
early nineteenth century. Two observations may scrve
to explain this last remark, Firstly, it will be
observed that Nott's edition proliferates in exclame
ation marks. And, secundly, that the typographical
arrangément of the lines suggests the neatly modelled

constructions of the eighteenth century.

The overall iwpression which is counmunicated by
Nott's organisation of the 'words on the page' is that
of well-regimented exclamatory verse, This impression
once comuunicated creates certain oiher expectations in
the wsind of the rc¢ der, as for instonce that such
verse will be easily declaiatory. In other words,

the physical appearance of the verege in Nott's edition



subtly insinuates critiml standards that are not
appropriate to Wyatt's poetry. ’wyatt's poetry is

not formally welleregimented and neither is it
exclamatory. The dominant mood of the pocems is one

of unease and hesitation and as a counsequence his
rhythm is uneasy and hesitanty this and Lhe strong
reflective strain in his pocetry males against the

neat exclamatory verse which is offered to the reader

in Nott's edition, The result is that Nott's reader,
taking his cue from the physical appearsance of the

text, soon finds himself in difficulties: Wyatt's verse
refuses tc be read, or rather to be declaimed, as though
it were a production of the eighteenth century.
Frustrated in his efforts the reader is inclined to
believe that kWyatt has failed to abide by his agreement

to maintain certain standards,

The sai.e kind of charge, but in a more diluted
formgy can be brought against Miss Foxwell's edition,
Between Nott and Foxwell lies the whole of nineteenth
century literary daveldpmént and this, naturally, makes

itself felt., (23)



(2%)

It makes itself felt when, in a burst
of Georgian enthusiasm, Mizs Foxwell
Justifies wyatt's introduction of

terza rima:

"If nothing else in this measure
had been written, Shelley's '0Ode
te Lthe Weet Wind' would have
secured for it imperishable faowe,
while his magnificent fragment of
“the 'Triumph of lL.ife' shows not
only n complete mastery of ter:za
rima but a concention of its power
unequalled by any Italian since
Dante, William Morris's 'The
Defence of Guinevere', Swinburne's
"Century of Roundels,' and Browning's
shor terotred terza rime in the
tStatue and the Bust?, all show
in differcent ways what benuty may
be got out of this form in Fnglish

vorse,"
Fowell, Study, p.102,




The exclamation marks so freely sprinkled throughout
Nottisg text have beem considerably reduced by Miss
Foxwell and the neat modelling of the lines has been
-toned down, The physical appearnnce of the Foxwell
text, therefore, is more appropriate to William Morris
or Houseman, say, than to the poets of the late
eighteenth century, A great deal of sophistication
still remains in both the punctuation and the layeout
of the text as, indeed, it still does in Professor
Muir's text. In Muir although the punctuation and
lay-out of the lines is generally fictitious we have

a serious contemporary attempt to represent Wyatt's
poetry as it is to be found in the manuscripts.
Professor Muir, however, still appears to have felt
the need tc compromise between the poetry of the manu-
scripts and the poetry he cons:dered his public was
prepared to accepts, This 1is not intended a»s an
adverse criticiam of Professor Muir's edition whieh
was intended rafhor for ihe genernal reader than for
the smaller and more informed public to which the Nott

and Foxwell editions were obviously addressed,

There still remains, therefore, a need for an
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Unadulterated text of Wyatt's poems, What is required
by the student of early-Tudor poetry is such an editiom
as Nott and Foxwell seem to have proposed, It is plain
th:t what such a student requires to-day is not a text
edited as Wyatt's text has been in the past, but one
which strives to reproduce as closely as is possible
the poums as these are set ocut in thovmanuscript
sourcess The gompro.ise which such an edition will
have to make will not be between the wmanuscripts and
the public, but rather between the manuscripts and the
printer. That is to say, there are ty;ograpnical

difficulties wiiich must be taken into account and

which will ebviously recuire some editorial compromise,
but these can, of course, be noted along with such
things as doubtful punctuation and doubtful re.dings,
In such an edition it is essential that the pagination
of the manuscripts should be carefully observed.

Ce8. lLewis hus noted that in several of Wyatt's poers
the nroem sets oi'f and reaches an apparent conclusion
only to set off anew and in such cases (e.g. E 55, 56)
the pagination may suggest that we have two poems tbat
lhave been run together because of the similarity of

stanga form,



For present purposes a transcript of the Devonshire
manuscript and of the relevant =aoction of the Egerton
manuscript is employed, Not all of th: poems transcribed
are by Wyatt and the authors, where known, are listed in
the indices of volumes 2 and 3, The lineation and
pagination, capitalisation and punctuation, are reproduced
as faithfully as possible from the wmanuscripts. It has
not been possible to note previous editorial practice
with regards to such matters in the case of individual
poems, However, in all the editions of :“yatt referred
to (namely, Nott, Foxwell and Muir), there is no attempt
to reproduce such featurem of the manusébipts. The
analysis of manuscript punctuation, as has already been
reviarked, is undertaken not with a view to preving that
Wyattt!s poetry was based upon phrasal rhythms, but
rather with a view to strengthening that contention
and attemptingto demonstrate that it is consistent with
the only piece of direct evidence which is in our

possession,

Je By Assogciation.

The attempt to prove the present thesis is reserved

for the final section of the argument in which the
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matter is considercd not as a dispute concerning the
evidence but as a matter of judgement, Like the
attitudes towards Wyatt's poetry implicit in the
editorial presentation of his poems, criticism of
Wyatt has largely been based upon the presumptions

of the age, but the most important ones can be traced
back to the eighteenth century, Both the editorial
and the critical principlee which héve been applied to
kyatt have a com:on source in this age of strong and

classically«minde: conventions,

Wyatt was not alone amongst ocur older poets to
elude the categories of the eighteenth century, although
he certainly has not received as much publicity in this
respect as have the metaphysical pbets. Wyatt and the
metaphysical poets were nagleéted, and where they were
not neglected were disapproved of; because they failed
to conform to the regulations which were thought to be
implied in the work of those to whom Nott refers as
"our standard writers”, I place ¥Wyatt and the
meta hysical poets together in this way not merely
because of this common bond but also because so many
previous critics h@ve, both overtly and covertly, done

so, Nott, in his edition of Wyatt, could not avoid
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& reference to the metaphysical poets in arguing that

(26)

The suggestion is

the laws of English versification,
such as they were established by
Surrey, have been adopted by our
standard writers, with hardly any
variation, ever since, At particudar
times, indeed a particular taste has
for a short season prevailed. Thus
in the reisn‘of James and of Charles
the First, quaintmness, and a love of
antithesis gave a new turn to our
versification, and made it abrupt
and irregular, But in the two best
epochs of our poetry, during the
reign of Elizabeth and after the
Regorationy, those pringciples of
versification alone were observed

whieh Surrey had introduced. (26)

Nott, I, eclxxxii,

that, as far as versification is

concerned at least, eccentricity is best avoided and
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this sets the tone of tht'a text; the shape or laye

out of Wyatt's poems was determined by the practice of

"our standard writers.,"

Unlike Nott, we no longer loék upon metaphysical
poetry as quaint, We choose to think « and with some
degree of justification - that our own tastes are
disciplined by standards a little less dogmatiec than
those of our forefathers, Certainl., however rigid

ey
our standards may appear at times, J& have gradually
become aware during the course of Lhe present centuyy
of the existence of alternative canons cof artistry
and, as a result, we are less inclined to dismiss
"The Wasteland" for not livine up to expectations
formed in reading "VParadise Lost" than a critic of
the eighteenth century would have bean.' In so far as
literary criticism is concerned, this new awareness
has, véry largely, grown out of a renewed interest
in the work of the metaphysical poets and the virtual
discovery of Gerard Muanley Hopkins, Professor Harding
has drawn attention to these new ranges of interest

and has observed that

In the period that separ.tes us from

the time when Saintsbury was writing
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and forming his tagte there have
been the free verse movement and

all its derivatives, the appearance
of Hopkins' poems, a new a:preciation
of Donne, and Graves' insistence on
the interest of Skelton's verse
(which Saintsbury instanced as
fifteenth century doggerel)., By

all thense means, and no doubt others,
we have been led away from the
assunption that smoothly flowing
metyrical verse ig the standard for

all poetry, (27)

(27)
Harding, *“The Rhythmical Intention

in Wyatt'!'s Poetry" etc.,' pe. 101,

The importance of such relatively new c¢ritical interests
to a revaluation of ¥Wyatt canAbe seen, if oblicuely,

by bearing in mind the reassessaent of the metaphysical
poets whilst observing the parallelism, of phrase and
Judicial presumption, between past criticisi: of Wyatt

and past criticism of the metaphysicals,
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Ri-torically speaking, we may say that the most

incisive criticism of thé metaphysical poetz is that

of Johnson whieh is contained in his life of Cowley;

it has been accepted, and deservedly, as the classic

e¢riticism of metaphysical poetry. In a now notorious

passage of that essay Dr. Johnson characterises the

activities of thc metaphysical wits:

(28)

The most heterogeneous ideas are

yoked by violence togetherjy nature

and art are ransacked fbr illustrations,
comparison, and allusionsy their
learning instructs, and their subtilty
sur; risesgy but the reader commonly
thinks his improvement dearly bought,
and though he sometiwmes adwmires, is

(28)

seldom pleased,

Samuel Johnson, The Lives of The

English Poets (192%), I, 11, 12,

With one or two exce; tions - George llerbert appears

always to have received favourable attention - the

metaphysical poets lay under the cloud of Johnsonian
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disfavour for over a century and a half, The break
in the clouds must be dated from the appearance of
Grierson's edition of Donne in 1911, two years previous

to Mims Poxwell's edition of Wyatt,

The disfavour into which 'conceited! poetry had

fallen affected Wyatt., According to Miss Foxwell he

introduced the sonnet form and the
congeited style into England at the
same time. The conceit was destined
to permeate literature for over a
century, Sidney, in his Arte of
Poesie, deplored it, but could not
keep free from it. Shakespeare's
early style is saturated with it,
and it continued its course among
the metaphysical writers (whom
Johnson describes as “purauing'an
idea to the last ramifications= of
thought"), and finally culminated

in Cowley. (29)

(29)
'Oxﬂﬁl 1 '] 5 t“d ) p}). 81 "' 81 *
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If the metaphysicals fell below par because they
indulged im conceits, what is to be thought of the
poet who introduced the conceit and who can ‘'persecute’
the bodyeship metaphor ﬁo the extent to which Wyatt
does in "My galy charged with forgetfulnes"? It must
be emphasised, however, that the conceits which Rubel
also claims "become Engliaﬁ through Wyatt" and which
®are, of course, in the Italian originéls" « nanely
#"Combinations of sweet and bitter, honey and gall ...
The amatory ague ... 83ighs and tears" - may all be
found in the amatory verse of his English predecessors,
Rubel in fact cites (in fooetmotes) Chaucerian

illustrations of the last two conceits,. (30)

(30)
Rubel, pp. 55, 56.

Irrespective of the scurce of Wyatt's conceits, however,
if conceits are thought to be 'unpoetical' Wyatt's
reputation comes under the same cloud as that of the
metaphysicals, Bell at least thought so when, im the
introduction to his edition of Wyatt, he wrote of Wyatt
that

He is said to be overcharced with

conceitsy but, takimg into couside}~
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(31)

étion the scurces from which he
borrowed, and the age in which he
wrote, it would be more just to say
that he is singularly free from
conceits., After the manner of
Petrarch, he persecutes an imaae.
now and then, to extremity. and
sometimes involves it in obscurity;
and, after the fashiomn of the day,

which he himselfl helped to bring

’into contempt,‘he occnniénélly

condescends to indulge in alliter~

ation, (31)

Bell, p. 60.

Bell's attem::t to procure a new hearing ror'ﬂyitt was

necessarily a half-hearted affeirj he ah@rod in the

presumption which placed Wyatt as, at best, a writer

of verses, the presumption that conceits and poetry

are very uneasy bedfellows, Thus Bell sought to

enhance Wyatt's merit by arguimg that he used fewer
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congceits than might be expected, only infrequently
"pursuing an idea to the last ramifications of

thought oM

Dr, Johnson's strictures were to be called into
question by Grierson's nowrfamour preface to his
selection of metaphysical ﬁaetry and then, in the
same year (1921), by T.8. Eliot in his influéntial
essay on the metaphysical poeta, And yet, such was
the staying powver of Johnsen, only twelve months
previously Professor Berdan, writing not of a meta-

physical poet but of Wyatt, claimed that

his lave serves mwereaely as the

occasion to make far-fetched

(32)

comparisons

(32)

JeH. Berdan, Early Tudor Poetry

(New York, 1920), p. 484,

Until the actual check has been mande it is difficult
to believe that thims is not a yquotation from Johnson's
essay on Cowleys, To such criticisms it is now possible
to reply that a 'eonceited' poem: way be a perfectly

successful poem, that in meny such poems
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the extended comparison is used with

perfect success: the idea and the

simile become one. (33)

S

(53) T¢8. Bliot, "The Metaphysical Poets",

in Selected Prose (1953), p. 113,

In fact, it can be argued that many of Wyatt's poemns
are successful because, like King's "Exequy" (one of
Eliot's remarks upon which is thpt just gquoted), they
fully juastify the carriage of such far-~fetched material
as they bring together. The mind in which such poems
were conceived is now likely to be seen as properly
suited to its tasks For, to quote agnin from Eliot's

famous essay,

W¥hen a poet's mind is perfectly
equipped for its work, it is
constantly amalgamating disparate
experience; the ordinary man's
experience is chaotic, irregular,
fragmentary, The latter falls in
love, or reads Spinoma, and these

two exmperiences have nothing to do

“SOQ



with each other, or with the noise of

the typewriter or the smell of cooking;

in the mind of the poet these exper~

iences are always forming new wholes

(34)

(34) )
Eliot, pe 117.

The conceit is an attempt to form one such new whole.
Wyatt's conceits, as can most plainly be seen in "The
longe love", are occasioned by "his love™ omly in the
sense that they serve ;o dcfine it and to realize it}

the conceit in "The longe love" produces for us a

dranatic definition of the kind of love which is there

being celebrated,

This vindication of the conceit was not by any
means readily accepted, Hyder Edward Rollins ignored

it eompletely when, in 1929, he noted that
R
Because ¥yatt had a fondness for

elaborate conceits, for grotesque

imagery, his reputation has suffered

greatly. (35)




(35)
33 Hyder Edward Rollins (ed.), Tottel's

Miscellany, I1I (Cambridge, Mass,
‘929). Pe 774

AT -
LY

Acclimatised to Domne, the modern reader has great
difficulty in locating Wyatt's elaborate conceits

and grotesque imagery., This great gap which separates
the attitude of the modern reader from ihat represented
here by Rollins had opened eight years before Rollins
wrote those words when Grierson dca;aréd John Donne

to be "the grentest maater‘bt English poetry in the

(36)

seventeenth century.,"

(56) HeJW:Co Grierson, Metaphysical Lyrics

and'Pocms of the Seventeenth Centugx

(Oxford, 1921), p. xvi.

Donne and Wyatt,; however, have more in common than
a liking for fare-fetched comparisons, they also deviated
in the principles of their versification from the
practice of those whom Nott called "ocur standard writers."
The versification of the metaphysicals is, to quote

Nott agai?, "abrupt and irregular", Dr.‘Johnson also
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criticised the metaphysical poets for want of ear.

Aecording to Dr. Johnson,

The metaphysical poets were men of
learning, and to show their leéarning
was their whole endeavour: but,
unluckily resoclving to show it in
rhyme, 1nstaad‘dr writing Sootry’y
they only wrote verses, gﬁd very

of ten such verses as stood the trial
of tho finger better than of the ear;y
for tSQ‘médulation wns so imperfect, |
that they were only found to be

(37)

verses by counting the syllables,

. '\t"»‘ - 31 "'.-? ) ')
b -l eo— o ’ TNt

(37)

' JOD“Q“Q p. 11,

And, coming to deal with Wyatt's versification in his

contribution toc the Cambridﬁe History of En&lish

Liter:ture, Harold Child observed that,

Some of the lines irrisistibly suggest
a man counting the syllables on his
fingers, as indeed, the reader is

often compelled to do on a first

aquaintance (38)
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(38) Child, p.170. The volume was first

published in 1907,

In this matter as with the conceits, truly a great
re-estimation must hgve token place before Grierson's
contention that a metaphysical poet is "the greatest
waster of English poetry in the seventcenth century”
could have met with the measure of acceptance vwhich

it now enjoys. But even with regards to versification,
critics could continue to think in the Johmsonian
fashion as though unaware of the fact that the very
basis of his judgment had been called into question.
Professor Muilr quotes an anonymous reviewer who,

writing in the Times Literary Supplement (1929),

obviously thought the above Johnsonian generalities,

as honoured in the Cambridge listory, were still safe

when he wrote of kyatt that

At one time he is the equal of the
greatest in his command of rhythm
and metrejy at another he seems to
be laboriously counting syllables on
his fingers = and getting them wrong

(39)

sometimes
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(39) |
.Muir, pexlvi, from YwWyatt and

Ralegh", Times Literary Supplement,

Sept. 1929,

e " o ———

And Dr. Tillyard, writing in the same year, treated
Wyattts versification in the same aloof and Johnsonian

fashion when he wrote:

Only once in the rondeaus does he
leave off writing English verses
and create poetry, namely in the

last lines of 'What no, perdiel'’ (40)

SR AT

40 |
(40) E«MsW, Tillyard, The Poetry of Sir

Thomas Wyatt (2nd. imp., 1949),

Pos 26-

It is plain that a great deal of past criticism of
Wyatt is derived from Johnson's criticism of the meta-
physicals. The‘charge that "Only once in the rondeaus
does Wyatt leave off writing English verses and create
poetry” is reminiscent of Johnson's criticism of the

metaphysiecals, that "instead of writing poetry they
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only wrote verses."” The charge that Wyatt sometimes
"seens to be laboriously counting syllables on his
fingers,”" or, a slightly different version, that
"Some of the lines irriaistibly suggest a man counting
the syllables on his fingers,” has its Johmsonian
counterpart in the contention that the metaphysicals
produced "such verses as stood the trial of the
finger better tham the ear" and ﬁthat they were only
found to be verses by counting the syllables,™ With
the modern respect for metaphysical poetry and the
change in taste and attitude which accompanied the
establishment of sﬁeh a respect, such criticisms of
Wyatt as these have bsen seriously, perhaps fatally,

injured,

The toste and, hence, standards of propriety
which have been shared in by Johnson, Saintsbury,
Foxwell, Padelford, Berdan, Rellins, Tillyard and
Child, and which, as has been seen, wve supported
much past criticism of Wyatt have slowly passed into
history, In their place, new tastes and standsrds
have appeared demanding a reassessment in every branch

of literary studies. The ready~made solutions which

- 56 -



dismissed wmetaphysical poetry are no longer acceptable
and, at least in so far as rhythm is concerned, a more
empirical and initially unprejudiced response has now
won general favour, The tcextual value of such an
approach lies in the emphasis it places uron
authenticity, upon an unprecjudiced view of the original
text, and simultaneously upon the incluctable ®*inter-
pretation' which accompanies the preparition and
acceptance of any text. Thus, in the case of Wyatt's
poems, textual presentation must rely upon a critical
estimation of the character of the poetry. In the
chapter following an attempt is ade to demonstrate
something of this relationship bhetween textual matter

and critical assessuent,
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Chapter Two

The Punctuation of the Devonshire Manuscript

P Tables and Analyses.

The following is a survey of the ,unctuation in the
Devonshire manuscript. It will be noticed at once that,
by modern standards, punctuation is used sparingly and
that of the various forms of pointing usded the most common
is the virgula (an oblique stroke) and the point (or full-
stop). There appears to be no actual gramsatical value,
such as we are accustomed to in modern punctuation, given
to the virgula or the point}; they occur in positions
where we would employ a comsa, a semi-colon, a colon and
a full=stop and on occasions the, are to be found in
positions where punctuation would appear gra: matically
out of place. The only satisfactory hypothesis is that
the principal function of punctuation was to mark a vocal
rest or pause and therefore that punctuation was allocated
by ear. This does not mean that where there is no
punctuation there are necessarily no pauses, but rather

that, although slight, the pointing is neither modern nor

yet entirely random.



Of the 183 poems contained in the manuscript 78

are without any form of punctuation whatsoever. Since

Many manuscripts Lfof the Middle Agaa”7

with verse texts written as verse havg

(1)

mo punctuation at all.

(41) A+C. Baugh, "A Medieval Survival in

Flizabethan Punctuation,” in Studies in

The English itenaissance Drama (ed.

JeW. Bennett, O, Cargill, V, Hall, Jnr,

1959)' p. 12,

the abqence of punctuation #om so maﬁy of the poems in the
manusc;ipts is probably vestigial, Certainly it should
nct be thought of as indicating the work of a slovenly
scribe as in many instances punctuation is not necessary
to an understanding of the poems whilst in others it would
only serve to remove ambiguities which may be an essential

feature of the purport of thg poem.



Table 1.

Unpunctuated Foems,.

Nos. 1

-2 S B - Y N

Nos,

22

(a)

Nos .,

b4

58

59
GO

Nos.,

84

100
114
118
130
148
156
170

178 (a)



There remain 105 poems which contain some punctuation,
These are the subject of the following tables. The
not;tion below and in future tables is as followsi-
firstly, the number of the poem in the transcripty

secondly, the number of punctu-tiom marks in the poem}

thirdly, the number of lines in the poem,

Table 2., The Frequency of Punctuation,

8. 1135 50. 32342 66. 1: 42
25. 3:21 51.  2:32 69.  1:100
26. 18121 52. 121 8 78.  2: 42
283 2:14 53. 22:14 79. 14: 12
45. 4:28 - 5% 17120 s ”3: 7
46, 16130 55. 10: 8 Gite 1: 8
4. 36:35 56, 20:24 65, 203
48, 19114 64, 11:23 87, 2: 7
49, 20:24 65. 53:50 89, 1031 u2



90.
92,
93.
101,
102,
102,
104,
105,
106.
107.
108,
109,
110,
111,
112,
113,
115,
116,
117.
119,
120,

4ok
4:20
4:12

5: 8

2: 8
6:36

126.
127.
128.
129.
131.
132,
133.
134,
135.

136,

137,

138,
136.
140,
141.
142,
143,
144,
145,
146,
147.
149.
150,
151,
152.

153.

5130
3:28

s il
3: 24
6:35

5:14
3:15
3:14
4313
18121
10: 14
21:51
2:32
1:26
4:53
6:36
h:14
2:4
10:32
5:37
1:20
1:10
5:42
2:14

14 132

162, 5: 6
163, &:%5
164, 5:35%

171, 3: 7
172. 3:14
175. 2: 7
174, 231 &
175. 1: 8
176. 2: 7
177. 1: 9
178, 11 7
178(r).5:7
178(c).3:7
178(d).5:7



Tﬂbiﬂ Be

Ee
250

69.
b1.
85.
87.
69.

90.

The Freguoncz of the Virgula,.

1135
3321
2:21
2314
2:28
16 :30
36335
19:14
20:24
32142
2:32
12: 8
22:14
1?:20
103 &

20:2

11:23

51150
1:42
1:160

3¢ 7
2:}
237

10:22

7115

94.
93

101,

121.
122.
123.
124,

125,

1:6
h:14

126,
127.

128,

147.
150.
151,
152,

153,

2314

132
5:57
1510
3342

1:14



154, 2:47 164,
155. 1:60 165,
157. 4151 166.
159. 1:14% e 167.
160, 2:24 168,
161. 7114 169,
162, 2: 6 171,
163, 5135 172,
Table izf,gga Frecuency
26, 9:21 1:2.
hg, 2128 125.
76. 2:42 127.
79. 6312 128,
82, 1: 8 129,
102, 1:28% 131,
104, 2116 133.
107. 1:14 134,
108, 1:42 136,
109, 13148 138,
111, 2:24 139.
113, 5:36 140,
115, 1121 142,
119, 1:24 144,

5835
13324
3:32
14:40
261100
3:19
21 7
3:14

of the Po;y_t.

2: ¢
1:36
1:28
1124
2::4
3335
3:14
23115
2:1%
7:14
13:51
1:32
1:33

2:14

173,
174.
175,
176.
177
178.
178(b).
1786(c ),
178(d).

o i
NN N YW -

»e

vt \d4
~J

2sh2
1114
13:32
1:60
b: 7
1:24

33155
1: 04
3310

12:100

2:19



Table 5.

The Frequency of Other Punctuation,

26.
65,
105,

124,

26,

104,

16,

the irequency of the :

1:21
~t50
1:15
1: 8

the frequency of the ./

1:21

1116

the frecuency of the :.

An Analysis of Table:Z.

A
Nos s

No.

112 and 159,

also

be

.'::'6 .
107 .

171,

79.

g

204

Poeme using the virgula simply

the frequency wf the /.

121
1:14

1: 7

the freruency of the ,

8:12

the frequency of the ./.

to terminate the poem:

124 (which employs : elsewhere in the noer) and

Nos. 140, 152 and 153 (which employ . elsewhere in the

poem),



B. Poems using the virgula simply to terminate the

stanzag

Nos. 117 and 141, also

¥

No. 142 (where . occurs once to ter :inate a stanza) and

Nos. 155 and 163 (which alsc employs. ).

C. Poems using the virgula simply to terminate the line:

Nes. 50, 51, 54, 56, 64, 110, 121, 132, 143, 147, 154 and

164, also

No, 105 (which also employs : ) and
Nos. 100, 109, 1131, 113, 127, 129, 131, 133, 134, 146,

162 (which also employ . ).

D. Poems using the virgula simply within the lione:

Nos., B, 25, 28, 46, 6¢, 69, 81, &7, 90, 92, 101, 123,
180, 172, 17%, 174, 175, 176, 177, 178, 178(v), 176(c)

and 176(d), also

No. 26 (which also enploys /. and ./ and ./, and : and . ),
No. 171 (whieh also enploys /. ) and

Nos. 45 and 199 (which also employ . ).

- 66 -



E. Poems using the virgula within the line and to

terminate the line:

Nos. 47-49, 52, 53, 55, 85, 89, 93, 103, 106, 116, 120,
126, 135, 137, 145, 157, 161 and 166, also

No. 65 (whichvnlso cmploys : ),

No. 104 (which also employs ./ and . ),

No. 107 (whieh also employs . and /. ),

No. 166 (which alsoc employs . and :. ) and

Nos, 102, 115, 119, 122, 125, 128, 136, 134, 139, 144,

151, 160, 165 and 167 (which also ew.loy « ).

An Anslysis of Table %,

A, Poems us:ng the point simply to terminnte the poem:

Nos., 108 and 125 (which also employ / ).

- B. Poems using the point simply to termin.te the stanzai

Nos, 127 and 142 (which also employ / ).



C. Poems using the point «im:ly to terminate the line:

Ne. 79 (which als: employs , ) and
Not.lO?. 111. 113. 119, 132' 129‘ 13&’ 139’ 1qQ, 14&’ 155

and 167 (which also employ / ).

De Poems using the point simply within the line:

Nos. 82 and 149, also

No. 26 (which also employs / end /. and ./ and ./. and 1),
No. 104 (vhich also employs / and «/ ),

Noe. 107 (which also employs / and /. )} and

Nos. 45, 102, 115, 128, 136, 152, 160, 163, 165 ana 1(9

(which also employ / ).

EBs Poems using the point within the line and to terminate

the line ¢

Nos. 78 and 158, also

No. 168 (which also employs / and t.) and

employ / ).



An Analzsts of Tgh;g 2°

Be Poems using ,

Ne. 79, in half and terminal line positions (but also

employs o )e

be Poems using :

Noe :6,within the line (but also erploys /. and / and

o/ and -/0 and 4 } and

Nos. 05, 105 and 124, within t:e line (but also emplov / ).

Ca Poems using /.

No. 26. within the line (but also employs / and ,/. and
o/ and 3 and ., )1

No., 107, within the line (bui alsc¢ employs / aud « ) and

No, 171, within the line (but also employs / ).

de Poewms using .

No. 168, within the line (but also enploys / and o« )



P Toams weing +/
T™He SR,
e sl -

T .

No, 26, within the line (but also e¢mploys : and . and
of o and /. and / ).- and

No. 104,.within the line (but also employs , and / ).

Posms using ./.

Nos. 26, within the line (but also employs ./ and /, and
« and / and : ). |

Table 6o

FPoems using / as the only means of punctuation:

Nos. 8, 25, 28, 46-56, 64, 66, 69, &1, 85, 87, 69, 90«93,
101, 103, 106, 110, 112, 116, 117, 120, 121, 123, 126,
132, 135, 137, 141, 143, 145, 147, 150, 154, 157, 159,
161, 164, 166, 172-.178, 178(b) - 178(4d).

Poems using « as the onlj means of punctuation:

Poema using / and . as ghe only means of punctuationg

Nos. 45, 102, 106, 109, 111, 113, 115, 119, 122, 125,
‘ - ‘yp :

127-129, 131, 132, 174, 136, 138~1&O. 142, 144, 146,

151-15%, 158, 160, 162, 163, 165, 167 and 169,

- .70 -



20 The Function onguuctuation.

The tables and analyses provide a comprehensive
picture of the distribution of punctuation 1ﬁ D. 1t
is plain that the punctuation in several of the poews
is unimporiant and, once they have been noted, they

may be dismissed as unpunctuated. These are:

(i) Poems whieh use the virgula only at the ternination

of the poein and which are otherwise unpunctuated, viz,

Nos. 112 and 159.

(ii) Poems punctuated only at the end of the stanza, viz.
Nos, 117 and 141,
and of which the following stanza is an example

what shulde I saye

sins faitlie is dede

and truthe awave

fro yon vs fled

shulde I Le led w' doblenesse

naye naye mistresse /

As with many stanzas in the manuscrint, the one above

stands in little need of punctuation and yet “ott



decided to punctuate it thuas:

What should I say!
Sin;e Faith is deead,
And Truth away
From you is fled?
Should I be led
With doub;.na-s?

Nay! nayl Mistress.

The exclamations and the capitalis.:tions ('Faith' and
'Truth') turn attention away from thc probability of a
musical setting and, what is more important, away from
the general hesitancy of the manuscript version and
suggest instead the more confident and exclamatory
poetry of a later period. Foxwell toned down Nott's

punctuation to:

What shulde I saye,
Sins faithe is ded,
And truth awaye,
From you is fled,
Shulde I be led,
With doblenesse?

Naye, naye, mistressel
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Whilst this eliminates the abstractions Faith and Truth,
it reflects a frigid conception of the verse line which
is mnot justittod in the manuscript. In Muir's edition

the punctuation has been reduced almost to the minimum

required by modern usage:

What shulde I saye

Sins faithe is dede,
And truthe awaye

From you ys fled

Shulde 1 be led
With doblenesse?

Naye, naye, mistressel

The minisum required hf modern ugsage would permit the
elimination of the éomma at the end of line 2 and the
substitution of a point for the execlamation mark.
However, the best solution of the punctuation ‘'problem’
here is supplied by the manuscript version: punctuation
is not necessary andAas used by the editors serves often
to insinuate that the pointing of the poetry is a matter

of grammatical propriety.

Setting aside those which are to be counted as

unpunctuated there rewain three principal groups of
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roems! those which are pointed at the end of the line,
those which are pointed somewhere within the line and,
finally, those which are pointed both sonewhere within

the line and at the end of the line.

As___The Use of the Virgula.

1. Of the punctuation in D of which it is necessary
to take note the virgula is the comionest form, as may
be seen from the tables above, and its most straight-
forward use is that of pointing a line-ending. Baugh,
in the article previously referred to, considers that
a great deal of such ende-stopring is a vestige of a
much earlier practice. In this he overlooks the
prob:bility that end-stopping by means of punctuation
(and independent, as it were, of grasmatical sense)
had considerable importance as a means of emphasising
rhyme. Basugh's suggestion is that in such cases we
have to deal with a vestige of the medieval practice
of setting out verse as prose and marking verse from
verse by heavy pointing a practice which continued, he
argues, when verse was lineated, (See later remarks

upon the function of rhyme, pp. ). In the foilowing
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poems the virguls 1is used solely as an end-stop and the
poems are otherwise unpunctu.-teds If Baugh's argument
carried complete conviction these poems could be placed

amongzst the unpunctuated ones,

End-stopping by means of the virgula is heavy in
poems No., 50 32 of the 42 lines), No. S4, (all except
the final three lines of this 20v11nc poem) and No., 56
(all except lines 19, 20, 32 and 23 of this 2& line
poen). The opening stanza of No, 50 illustrates this

heavy use of the virgula as an end-stop:

The knott whych ffyrst my hart dyd strayn
whan yt yowr servant I be cam /

doth bynde me styll for to Remayne /

all was yowr owne as nowe I .m /

and yff ye fynde y' I do ffayn /

wt Just Judgerent my selffe I dam /

to haue dysdayn /

This particular poem would justify the kind of end~stopping
wﬁich Miss Foxwell applied in the case of "what shulde
I saye", but on this oeccasion, in fact, she reduces the

end-stopping provided by Nott, Nott points the poem:



The knot which first my heard did strain,
Wwhen that your servant 1 became,

Doth bind me still for to reumain,
Always your ownﬁ;a now I amg

And if you find that I do feign,
With Jjust judgment myself I dam,

To have disdain,

and Miss Foxwell removes the endegtop (the comma) from
lines 3 and 6 and places a comma in the middle of line
4. Exce:t that »uir suvbstitutes a colon for the semi-
colon at the end of line 4 he follows Poxwell, The
ambiguous value of the virgula in the eyes of modern
editors is here apparenty it'ia interpreted as a comma,

a semi=colon, a colon and a point,

Poems moderately light in this use of the virgula
are No. 64 (in this poes of 5 stanzas ~ two 4-lined,
three S-lined ~ the end-stopping decreases %, 3, 3, 1, 0),
No. 121 (4 of the 12 lines), No. 143 (6 of 36, & of which
terminate stanzas), No. 3137 (5 of 37, 3 terminating
stanzas ) and No, 164 (5 of 35). Poem No. 121 shows

this moderateiy light use of the virgula as an end-stop:
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;f wt :;plaint the paine miyht be exirest
that inmaraulyo dothe cause me sigh & grone /
yor harde herte and yor cruell brest

shulde sighe and playne for my vnreste

and tho yt ware of stone /

yet shulde Remo se cause yt relent and mone /
But sins yt ys =0 farre out of mesure

that wt my wongg I can yt not zztﬂyne

my oﬁlye truste my hertes tresure

alas whye doo I still indure

this resteles smerte and payne /

sins yf ye list ye maye my woo restraine

This is completely alien to what we find provided in

Nott's version of the poem:

If with compaint the pain might be xpress'd
That inwardly doth cause me sigh and groanj
Your hard heart, and your cruel breast
Should sigh and plain for my unrestj
And though it were of stone

Yet should remorse cause it relent and noan.

But since it is so far out of measure,
That with my words I can it not contain,

My only trust] my heart's treasure!
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Alas! why do 1 still endure
This restless swmart and pain?

Since if ye list ye may my woe restrain.

The differeices between Nott's punctuation and that of
Foxwell and Muir amounts to quibding., Foxwell and

Muir do, however, mute Noit's exclamatory tone, Foxwell
replaces the firat exclamationly a cosma, keeps the
second and completely rejects the third, Muir takes
this a step further by also replacing the second

excla: .ation by a comma.

Pinally, there is only one peem which makes a very
light use of the virgula as an end-stop, No. 51 (2 of
32). It would be a lengthy and unnecessary business

illustrating this use of the virgula.

P The second use of the virgula to be noted is more
significant thandits use as an ende-stop. The virgula

in the following poems occurs only within the line, the
poems bLeing otherwise free of punctuation. This, I
believe, is not the same kind of pointing as we associate
with Anglo-Saxon verse (5ee Baugh, p.9). It is perhaps
distantly related, but plainly here the internal pause

is more flexible with regards to its position, This

internal use of«the!virgula is also obviously related
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$0 the Chaucerian usage!

Chaucer manuscripts are for the most
part lightly pointed, such punctuation
as there is being mainly to mark the

(42)

CAGBUra.e

(“2) Baugh, pe.12.

There is a fairly heavy use of the virgula within
the line in poems No. 46 (in 16 of the 30 lines), No. U1
(in 3 of 7), No. 90 (in 7 of 15), 178(b) (in 5 of 7),
178(c) (in 3 of 7) and 178(d) (in 5 of 7). This

fairly heavy use of the virgula is illustrated in No, b1:

0 myserable sorow wtowten cure

yf it plese the lo / to haue me thus suffir
at lest / yet let her know what I endure
and this oy last voyse cary thou thether
vher lyved my hope now ded for ew’

for as 111 grevus is my banyshe:ent

as was wmy ples'.r / whan she was nresent

Once again it is the simplicity and economy of the

punctuation of the manuscript version which is revealed
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by comparison with Nott, Foxwell and Muir., Nott is, of
course, char cterised by his infatuation with the

oxelamatgon mark

0! MISERABLE sorow, withouten curel'
1f it ple:se thee, lo! to have :e thus suffer,
At least yet let her know whut I endure, )
And this my l.st voice ecarry thou thither,
hhere Livéd my hope, now dead for everj

For as 111 grievous is my banishment,

As was my pleasure when she was present,

In Foxwell's version the first line is unpunctuated; the
second line is only gpunctuated by the comma at the end
of the liney the fourth lino is unpunctuatedy the fifth
line is only punctuated at the end by the colon and the
re-ainder of the poem is completely unpunctuated. Muir
follows Foxwell in leaving the opening line unpunctuated
but in his varaionvho adopts Nott's punctuation for the
second line, simply suhstituting a comma for the
exclamation mafk; throughout the rec«t of the poem Muir,
apdrt from terminating tie poem with a point, adopts
Foxwell's punctuation. None of these three ediiorial
versions give even a distorted reflection «f the manu-

script punctuation of the poem,



The virgula within the line is lightly used in
poems No. 47 (imn 2 of 7 limes), No. 172 (in 3 of 14)
and No. 173 (im 2 of 7). This light usage can be secn

in Na, 07:

for thylke grownde yt Scaryth the wedes wycke
beareth eke these holsome herbes as ful ofte
nexte the foule ncttle'/ rough and thycke

The rose wexeth soote / smoth and softe

and next the valey ys the hyll a lofte

and nokt the darke nyggi the glade morowe

énd allso Joye ys next the syme off sorowe

(The poem :s not Wyatt's and is not, therefore, to be
found in the Nott, Foxwell or Muir editions)., And
finally, the virgula is used very lightly within the
line in Nos, & (In.1 of 33 lines), 25 (imn 3 of 21),

20 (in 2 of 14), 66 (in 1 of 42), 69 (in 1 of 100),
92 (in 2 of 6), 101 (in 1 of 39), 123 (in 1 of &)},
150 (din 1;°qmao), 174 (im 2 of 8), 175 (im 1 of &),
176 (in 2 of 7 )y, 177 (in 1 of 9), 178 (in 1 of 7).

Se The fullest use of the virgula takes place in the

group of peoems omplofins end-stops and divisions within
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the line., The following poems use the virgula in both

positions and use it as the sole means of »unctuation,

A v’ry heavy use of the virguls is made in poems
No. 47 (36 times in the poem'’s 35 lines), No. 48
(19 in 14), No., 52 (12 imn 8), No., 53 (22 in 14),
No. 55 (10 in 8) and No, 85 (2 in 3). The virgula is
used heavily in poems No. 49 (20 times in the 24 lines)
and No. 137 (14 in 21), It is used moderately 4in
No. 89 (10 in 22), Nos 10% (3 in 8), No. 116 (4 in
8)y, 145 (2 in 4), and No., 161 (7 in 14); lightly in
Nos. 93 (4 in 14;, 106 (6 im 21), 120 (4 in 20),
126 (5 in 30), 135 (3 in 14)., Pinally, the virgula
is used very lightiy;ih poems No, 157 (4 in 51) and

No, 166 (3 in 32)0

@

4e The principles of distribution which govern the
use of the virgula can be seen in representative poems
of group B, such; f&r‘§#ampler“;s No. 46 (ﬁhe introe=
ductory couplef is bfifgbmas How&rd. the stanzas are

frow Chaucer): L

And now my pen nlés / wyth wyché 1 wryte

quaketh for drede / off that I muste endyte

O very lord / o loue / o god alas
etc.



(The poem is not in Nott, Foxwell or Muir, of courso)(hs)

W
(43)

In P.LePusL(8, the lines are punctuated -

And now wy pen, alas, wyth wyche I wryte,

Quaketh for drede off that 1 mus® endyte.

O very lord, 0 loue, C god, alas!

or No. 66 in which the virgula occurs once only, in the

penultimate line of the poemi

I love youe more then I declare
But as for hap / happyng this yll

hap shall I hate hape what hap will

(The poew is not im Nott, Foxwell or Muir )., (44%)

R

(44)
In P.Lu!ﬁslngﬂ& the lines are pumctuated -

I love youe more than I declare,
But as for hap hapryng this yll,

Hap shall I hate,hape what hap will,

The virgula is generally used for this purpose, that of

pointing and emphasihing the rhiythmic.:]l phrasing, On
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sone occasions it is," rhythmically, an indispensable

guide, as in No, 69 where, again, it is found in only

 J
one line:

the flowds the sees / the land & hills y' doth ¥

.ntrmot

(Nott, Foxwell and Muir buse their versions upon the one
in E).  Without this indication we would be tempted to
sive emphasis to the‘pAuses betveen "the flowds" and
"the seces", "the land & hills" and "yt doth y euer

«

Intérmet”, And the cunseguence of such a natural
phrasing vwould be riiythmically clumsy in the context of

the whole peeni,

Apart from a midi~line use which actually de- otes an
error in lineation ("what shulde I saye"™ contains a

similar but unmarked error) - in No. 101;
desyar tc be dede / my mescheffe to fforgoo

f.0, desyar to be dede

my mescheffe to fforgoeo

i’.“({'
~ there is omly ome other noticably interesting use of
the virgula in the second group of poems, namely to give

emphesis to an antithesis. This will be foumd illustrated
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in No. 92, where the virgula is used only this once!
I speke by thatk/ And mene by this
and in No. 172
that spake so fayre / & falsely inward thowght

(Neither poems are, however, by Wyatt and are therefore

not in the editions). (45)
v |

e ——

(45)
In PeLePuLlisB, the lines are punctuated

I speke by that And mene by this,
and

That speke so fayre and falsely inward thowght,

The function of the virgula 30 mark the rhythmical
phrasing of the poem is even more marked in the third
grogf. presumably because we have there a far heavier
use bt the virgula., The final stanza of poem No. 47

{llustrates this point g



Ittt last;?g not yt stondes by change /
fansy doth change / fortune ys frayle /
both thes to plese / the ways ys strange /
therfore me thynkes best to prevayle /
ther ys no way yt ys so Just /

as trowgh to lede / tho tother fayle /

And therto trust /
This phrasing is destroyed by lNott's version:

It lasteth not, that stands by change}
Fancy doth change§ Fortune is frailj
Both these to please the way is strange,
Therefore wethinks best to prevail
There is no way that is so just
As truth teo leadj the ‘'tother fail,

And thereto trust,

It will be noted that Nott's version completely distorts
the purport of the manuscript poem by making one simple
error of transcription, In the manuscript poem the
phrawe "tho tother fayle" refers to "way"™ and the advice
being tendered is that one should prevail in the way of
constancy and truth although the other way (the "strange"

way of fansy ani fortune) fails, khen Nott substiitutes
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the phrase "the ‘tother fail® he makes the poem say in
affect - follow the way of constaney and truth because
the other way (of fansy and fortune) fails. In other
words, Nott transforms the poem's moral imperative into
a council of expedicency., How serious this distortion
is will appear more fully later when Wyatt's basic
preocecupations as a poeet are dealt with, It will also
be noted that Nott's second 'smentence' hardly makes
sence and it is difficult to decide uron what exactly
M. 1tother" is intended to alreviate, Whilst free of
these particular criticisms, Foxwell and Muir both
destroy thne rhythaical phrasing of the lines. The

Foxwell version is:

Yt£ lastyth nbt th:t stondes by changey
Fanay'doth changej fortune ys fraylej
Both thes to plese the way ys strangej

Thorforexme thynkes best to prevayle,
There ys ﬁ; way that ys so just,

As trowgh to lede, tho tother fayle,

And therto trust.
And the Muir version is

Itt lastyth not that stondes by changej
Fanay doth changej fortune ys froyle:

Both thes to plese the way ys str-.nge.
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Therfore ve thynkes best te prevayle:
Ther ys no way that ys so just
As trowgh to lede, tho tother favyle,

And therto trust,

Apart from destroying the rhythm of the 1ines; the
attempts to clarify the meaning by punctuating are not
successful and, indeel, appear to be misguided, there
is something essentially ausbiguous in the lines ( for
instance, the ‘therfore' of line 4 resds both as
*because tho way is strange (of fansy and furtuvne)!
and 'because JItt lwst§¥§ not yt stondes by change'.,

“e du not know whether the decisicon in to prevail in
the strange ways of f-nsy and fortune or whether it is
to ignore their change until line 6). In the manu-
script version it is fairly obvious that the pointing
serves to mark the significant pauses in the 'voice'
of the poem (Wyatt's characteristic 'tone', as will
later be seen, is hesitant and perplexed and thus this
particular stanza is typical of wyatt)y the pointing
is, that is to say, primarily a speech or rhythm
indicator rather than a gra.usmatical or logical one,
although this suggests an opposition which is rarely

in evidence, It ias to be observed, for instance, that
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the presence of the virgula within a line alters the
pace and emphasis of the lime and, hence, its logic.
Roughly sbeaking. the punctuation occurs only at the
termination of a phrase and it needs to be born in
mind that in so far as articulation and hence rhythm
is concerned the phrase is the basic unit of spoken
English. Presumably, therefore, punctuation assumes
the peculiar rhythmical fumnction whieh it has by

being allocated by eary it does not reflect the
'silent! gra.matical habit of sentence nnﬁlyﬁia as

does our own modern use of punctuation, Fundamentally
it is this difference in the principles of distribution
which vitiates previous editorial attempts to punctuate

the poems of Wyatt.,

The phrasal disposal of punctuation gives to the
poems a peculiar rhythmical 1ilt often to be met with
in npéntaneous, unsophisticated English speeclh.. This
see=-saving will be examined leter, but the relevence
of the pointing of the poems in this respect is

intimated in the following limes: from No. 49,
nor what to seke / nor what to fynd

(Nott and Muir replace the virgula by a comsaj Foxwell

ignores it),



No. 53'
80 call I for helpe / I nott when ne wher /

No. 107 ’

wt faynid visage /+ now sad mow merye /

(Editors have preferred the versions of Nos, 53 and
104 given im E) amnd, finally, No., 167,

who Judgith well / well god him sende

(Nott, Foxwell and Muir replace the virgula by a cowrma).

The poems imn group 3 provide additional evidence
of the particular use of this rhythmiecal phrasing to
give emphasis to antitheses of a conceptual and an
enipirical kind, Examples of the latter, the emétrical
antithesis or sense of a contradiction in the world,

are provided from poems No. 116 and No. 161 respectivelys

and In the flowde / for thurste to deth I drye
and,

wtout yes 1 see / and wtout tong I playne

I desire to perishe / and yet I aske helthe
(Nott, Foxwell and Muir ignore the virgula in the line
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from No., 116. They make use of the version of Mo. 161
which is in E). The conceptual antitheses are those
in whigch the pointing is used tc emnhasise something
of a balance of apﬁonito-nand eontraries, as 'plesure’

and ‘woo' here (No, 1(7):
soe of plesure / and some of woo,

(Nott, Foxwell and Muir ignore the wvirgula altogether)

or in a line from the same poem,

be yt evill be yt well / be I bonde be 1 fre
(a line which Nott and Muir decide to punctuate,

Be it evil, be it well, be T bond, be 1 free,

ignoring the major rhythmical break in the line) and,

from Mos 1611
I fere and hope / I bourne and freis lyke yse/

(the editorial version is taken from E), But by fer
the he:viest and most explicit use of the wirgula for
this purpose is to be found in poem No., 137, in such

lines as 3

tho tyme doth passe / yet shall not my love



tho I be farre alwayes / my hert is nere

(in repunctuating which Nott, Foxwell and iuir make an

alteration in the sense of the last line:

The tyme doth passe, yet shall not my lovej

The I be farre, alwayes my hert is nerej Muir)

and,

the otlier care not / yet love I will & fere

the other hate / yet will I love my dere

(Nott transcribes the first virgula as a comma, ignores

the second and places a semiecolon at the end of each

line. Muir and Foxwell follow Nott except that they

recognise the second virgula with a comras.) and, in

the_final stanza}

when
P + IR

when
when
when
when

thus

that

othpr IEEEKE / alas then do 1 wepe

other sing / then do I waile & crye

other rune perforeyd I am to crepe

other daunce / in sorro I do lye

other Joye / for paine velnere I dye
brougcht fro welthe / alas tendles paine /

undeseruid / causeles to remayne /

Nott, of course, has found it necessary to place an
St : . o ¢

exclamation mark aftor each 'alas' and has ended each
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line with a semi-colon with the exce;tion of the
penultimate line which he ends with a comma and the
final line whiech he ends with a point. Of the virgulas
occuring within the line, he ignores the second and
transcribes the remainder as commas. Foxwell's version

is as follows

When other laugh, alas them do I wepe,
When other sing, them do I waile and cryej
When other runne, perforcyd I ame to crepec}
¥hen other daunce, in sorro 1 do lyej
When other joye, for paine welnere 1 dyej
Thus brought from welth alas to endles paine,

That undeservid, causeles to remayne.

(I believe that the comwa which ends the onening line
is in all probability a misprint and should be a

sémi-colon). Muir's version is ¢

when other laughe, alas then do I wepe;j

when other sing, then do I waile and cryey
when other runne, perforcyd 1 am to crepe;

wWhen other daunce, in sorro I do lyej

When other joye, for paine welnere I dye;}
Thus broughf from welthe, alas, to endles paine,

That undeseruid, causeles to remayne,
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This is plainly a more consistent version of Miss

Foxwell 's system of pumnctuation.

Be The Use of the ngg »

1. The point is used less frequently in D than 4is the

virgula sad there are very few poems which use the point
as the only means of puuctuation. Unlike the case with
the virgula, there are‘'no poems in which the roint

supplies tiie sole means of punctuation and in which & is

"used only as an end-step.

2, There are only two poems (Nos. 149 and 82) which
use the point within the line and which contain no
other form of punctuation. In No. 149, where the point
occurs only once in Lhe 20 lines of the poem, the

refrain at the conclusion of the opening stanza reads
a my herte a, &c

but this can hardly be treated as a serious use of

punctuation, In No., 82, however, the point marks a

fairly heavy pause:

yt on my fayth yf yow wel , belewf me
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e There are, finally, only two poems which rely
sololy'upon the point and employ it both within the
line and as an end-stop, poems No. 78 and No. 150,
Of these No. 158 is moderately punctuated, the point

being used four times in the poem'rs seven lines:

Dryven bye desire I dede this dede

to daunger nmy silf wtout cause whye

to truste the vntirue not like to spede
to speke . and promise fnithefullie
but nowe the proof dothe verifie

that who s0 trustithe or he kmo.

Dothe hurte himeilf ., and please his ffoe,

Nott's sophistication of this particular poem, especially

of the final two lines, is ludicroust

Driven by desire, I did this deed,
To danger myself without cause whyj
To trust th'untrue;, not like to specedj
To speak and promise fithfull-w,
But now the proof doth‘verify.
That, "Whoso trusteth ere he know,

"Doth hurt himself, an<d plesse his foe,”



Foxwell amends this considerably although, of course, she

does not return to the manuscript:

Dryven bye desire 1 dede this dede,
To daunger myself without cause whye,
To trust the untrue not lyke to spede,
Tao speke and promise faithefullie.,
But now the proof dothe verifie,
That who s0 trustithe ere he kno,

Dothe hurte himself and plesse his ffoo.

Muir, in his version of the poem, removes the comnas from
lines 5 and 6, replaces the point by a semi-colon at

line 4 and places a comma after "vntrue" in the middle

of line 3., 1t will be noticed that all three editors
agree to icnore the pause warked in the manuscript wversion
after "apéke" in line 4, What is lost sight of here is

the charactexr of thic rhythm of that particular line

to speke o and promise faithefullie

The point marks yuite a lengthy pause after which the
second phrase has the force of an ironic after thought.,
Poxwell and Muir also ignore the similer pause which

occurs in the final line.



The second poem in D which employs the point
in both positions is No. 78, a poen by Surrey. This
poem is very li:htly punctuated, the point is used
only twice in the 21 lines of the poem, in the last

line of stanza 3!

alas howe offte in dreves I ssce

thous yees that were my ffoode

wyche ssumetyme sso dellyted me

that yet they do me good

wherewt I wake wt his retourne

whoosse abssente flame dootht mnhe me boren

but whan I ffynde the lake lorde . howe I mouren,

In botlh cases {t ies plain that the punctuation serves

to mark the rhythmical »and rhetorical plu =ing and,
especially in the first ¢nse (No, 158), has little of
the grasmatically grounded significance of modernm punct-
uation. In general the use of the point here accords
with its use in an early fifteenth-century copy of

Nieholas Love's Mirror of the Blessed Life of Jesus

Christ, in which

it recogunizes the general rhythmical make~up
of the passage, indicating, wiiether to those

reading privately or to others, the brief
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pauses in sense and sound necessary for

the achievement of total effect ... (46)

BTN

(46) |
Elizabeth Zeeman, "Punctuation in An Esrly

Manuscript of lLove's Mirror", Review of

tnglish Studies, V1I, 25 (Ja;T.1956). 1he

Other remarks by Miss Zeeman upon the use of the peoint
in this earlier manuscript suggest the well-established
usage whieh lies behind the pumetuation of D (and, as

will be seen, of E) 1

The point is the most frequent mark of
punctuation and serves many purposes. From
the varied positions in which it occurs,

it appears that its function capnot be
described ia terms of graomar and syntax
only. When it is found alone, it seems

to demand a pause, but not a long pause.
Thus it may separate phrase from phrase,
clause from clause, main statement from
qualifying clause, or it may end a sentence
+ses the point occupies positions which
would be taken, in our strictly grammatical

usage, by the comma, the semicolon, and the



full-stop; 4t also occupies positions
(47)

which we should leave unnunctuated.

RTII R RA A

(47) _
Ibid, p.lzh

C. The Varity between the Virgula and the Pointe.

There remains a fairly large group of poems in D
which make use of both the virgula and point, An attempt
to sub«categorise these ;ould be of little value. The
use of the virgula and of the point has already been
1llustrated and this does not change in the poems in
which the two arpear together, They only require renewed
attention here with resnect to their relative valuesy
what these¢ are taken to be im expressed in the heading
above « the virgula and the point appear to be inter-
chang~!"le to perfor:: the same general functions and can
be considered, therefore, generally equivalent, The
poems which use both are listed in Table 6 and all that
remains is to remark that the equivalence between the
virgula and point is plainly illustrated im such a use

as that to whicih they are put in pocin No. 162 :



patiens for I have w«rong /
and dare not shew whereyn,
patiens shalbe , my song

sins trutne can no thing w;ge
patiens then for this fytt

hereafter comis . not vyett /

The uvse of the poinmt in lime 3 might be thought the error
of a scribe but & comparisén of line 3 and line 6 suggests
that the pointing is significant and part of the pattern
of the¢ stanza: 2 lines and a broken line, 2 lines and a

broken line, The poem is printed in Nott:

Patience! for I have wrong
And dare not she:.. whereing
Patience shall be my songj
Since Truth ¢:n nothing win,
Patience then for this fity

Hereafter cumes not yet.

Plainly this cowmpletely garbles the sense of the original.
"Here..fter comes not yet" is a truism which rounds off
Nott's stanza very nestly, but unfortunately the manue

script reading is not sueh as to give the sense ‘'The
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hereafter comes not yet' as Nott suggests. The sense
of the lines is that 'this fit does not cume now but
later!' and hence the need to exercise patience. By
way of compariaon,'the truistic use may be found in
Alexander Montgomerie's poem "The Cherrie and the 8lae"

(ed. H. Harvey Wood, 1937) Stonza 43;

God speid zou, they leid zou,
That has not meikill wit:
Expell us, and tell us,

Heirefter comes not zit.

and also in one »of the poems in the Blare manuscript
(No. XLVI). This sense uay well be thought to be
present, but only as part of an ambiguity. Foxwell and
Muir both folilow Nott in destroying this ambiguity. In

Foxwell the version is

Patiens for I have wrong,
And dare not shew whereyn,
Patiens shall Le my song,
Sins truthe can no thing wyn,
Patiens for this fytt,

Here after com::s not yett,

Muir replaces 'then' vwhich has drog:ed out of line §

(Foxwell), a ds a comma in the opening line after
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“Patiens” and repYuces Foxwell's point at the end of
line 4 by a sémiecolon., Again it must he noted that
al} of this editorial punctuation’is unnecessary 1if
notyy im fact, h.rmful. For instance, the manuscript
punctuation of line S'suggOQts not only a staterent
about the char:cter or purport of tic song but also
tokes on somehing of the hnature «f an oath or an
affirmation ade te the song, This, however, may be

fanei ful,

A second examp;!b of the parity QI‘ virgula and point,
this time in use within the line, may be found im No.

iiS‘(the editorial version of which is taken from B):

the/
that ~rte so cruell / cou’ ¢ w Tevtye

there 18 no urace ., fro the that maye procede

In such cases the ~referaence for thc one form of pungte
uation rather than the other appears to he a matter
indifferent, although in thie last instance the point

does appear to mark a slighter pause than the virgula.

Concliusio

There is sufficient evidence in D to suggest that
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fié strong pointing produced by the virgula and the
point is being used to emphasise the essentially

phrasal construction of the poetry. This, of course,
reveals a habit of attending principally to phrases

and only secondarily to lines, of building lines from
phrases rather than from feet. As a consequence,

Judged an quantltati?e linear verse, it will often

appoa; "hopelessly rough", There is little difficulty
witﬁ verses smploying only one phrase but in those which
employ two or more the gffect upon an esar attuned to

classical prosody is that of a brokenwbacked line,

Coumenting upon two lines from Bale's King Johan cited
by Saintsbury as examples of pseudn~al¢xandrines.

Professor ilarding has remarked that,

The effectiveness of this vigorous writing
depends on our accepting the principle of

a vause or rest between rhythmical units,

- WA

Thi’ai? what S8aintsbury particularly

dirliked, as giving what he called the

'broken~backed line', (48)

(48)
Harding, “"The Rhythmical Intention in Wyatt's

Poetry", p. 101,
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This feature of early«Tudor poetry has not as yet been
properly apprecliated} eritics have agreed, in general,
that the infamous fourteener, for instance, has a broken
back and have vwondered why such a measure could ever
have become as popular as it did in the middle sixteenth
c:htury. The answer is not, as has frequently been
suggested, that mid-sixteenth century poets were
peculiarly obtuse in matters of measure. An answer

must be sought not in, our own superiority but in a
difference of habit, a difference in aural adjustment,
such as is revealed not only by the fourteener but by
the bulk of Tudor verse, Mest early~Tuder verse buftor-
from the same ‘gilment' as the fourteener, suffers, that
is, from a broken back.;. One reason that this has not
been obvious to critics is that moderan punctuatiom does
not (as, for instunce, does the virgula) sufficiently
smphasise the break between phrase and phrase and,
furthermore, the comprehensive respunctuation of the

poems by editers has hidden from critics the significance

of so wuch of the manuscript punctuation,

It is highly probable that the importance of the
caesura later in the century grew out of this character~

istic of early«Tudor poetry, Futtenham's editors remark



that

It was a further proof of Art to secure

thaet no indivisible polysyllable fell

Juast where the rule preseribed a pausey

a break, woreover, helped to organise the
welter of syllables and gave some design

to the interior of the line, Puttenham is
dogmatic on this point. He prescribes
exactly where the cresura must fall in
every 'measure', He exalts it into a test
of Art: ‘in euery loﬁg verse the Cesure
ought to be kept precisely, if it were but
to serue as a law to correct the licentious-
nesseo of kymera'. This hesvy pause is to us
a part of the obviocusness of early-Elizabethan
versifications, ... Puttenham's words ...
show that for the stro#g internal pause, as
for the heavy final rhyme, there once

(49)

existed a reason,

(49)
Puttenham, Pes lxviiid,

But Puttenham undersastood that the short line did not

require the pauseg
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In a verse of sixe sillables and vnder is
needefull no Cesure at all, because the

breath asketh no reliefe: . yst if we giue
any Cesure, it is to make distinction of

sense moreithea for any thing else ... (50)

(30)
Puttenham, p.75.

A few examples from D will serve to illustrate this
phenomenon of the broken line and comparison with the
l1ines as edited by Nott, Foxwell and Muir will serve to
bring out the loas of emphasis and of purjposefulnes
which takes place when the virgula and point are inter—
preted im terms of madvr;ui;netuatian. (¥here lineas
from the editions are not given they are either from
poems not by Wyatt or from poems the editoriel version

of which is taken from E, Readings from P.L.P+sL.8, are

not given, )

Thys infortune / or thys dysaventure
| No. 46,
0 w*ry goste / that errest to and fro

No. 46.
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for I leuyd eke / thowgh I vnworthy were

No, bty
nor what to seke / nor what to fymnd

Nos 490
Noxr what to seke nor what to fynd,

Foxwell.

Nor what to seke, nor what to fynd.,

Nott and Muir.

nexte the foule nettle / réﬁgh and thycke
The rose wexeth socote / smoth and softe

ﬁoio &70
brokin she hathe / & yet she bidith sure /

No. 104.

‘ -y
to the disdainefull,/ her lyf she ledeth /
No. 104i
wt faynid visage /. now sad now merye /
No. iO?o

to serue / to suffer / & still to hold my peace

No. 119.
yn depe dispaire / & delye payne
boteles for boote c¢crying to crave
to crave yn vayne /

No. 126,



In deep despair agd deadly pain,
Bootless for boot, crying to cravej

To ecrave in vain,

Nott.
Ym depe dispaire and dedlye payne,
Boteles for boote, crying to crave
To crave yn vayne,
Poxwell.
Yn depe dispaire and dedlye payne,
Boteles for boote, crying to crave,
To crave yn vayne,
Muir,
8he is the Rok . the ship am I
that Rok my dedelie ffoo /
No. 165.
She is the rock, the ship am I}
That rock my deadly foe,
Nott.
She is the rok, the ship ame I,
That rok my dedelie ffoo,
Foxwell.
She is the Rok, the shippe ame I,
That Rok my dedelie ff. o0,
Muir,
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My mothers maides. when they dyd sow or spin

Nos 109.

To see the use of this broken backed line in the context
of a whole stanza one final example has been chosen, a

stanza from poem No. 47 which has already been considered

above,

It laat;iﬁ not yt stondes by change /
fansy doth change / fortune ys frayle /
both thes te plese / the ways ys strange /
therfore we thynkeg best to prevayle /
ther ys no way yt ys 8o Just. ./

as trowgh toi1lede / the tother fayle /

And therto trust /

The versions of ihis stanza produced b Nott, Foxwell and
Muir have been quoted and examined already ép.86. ).
There can be no mistake in this instance that the unit

of construction is the phraseg; it is significant that,
as with so many of the poems, the last typographically
complete unit of the stanza is not a lime but a phrase:
"And therto trust™. This habit of phrasal construction

and not simply the possibility of a musieal setting, is
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in all probability what made the use of a refrnin so

popular.

The punctuation in D provides é clue as to how the
rhythm of the poems is built up and, hence, as to how
the poems are to be read, In English metrics the
quantitative or classical convention which became
dominant during the second half of the sixteenth entury
has insisted upon the line being taken as the basic
complete unit of fnglish verse and this has given rise
to a misunderstanding of the rhythms of earlier poetry.
In terms of the classical convention a great deal of
this earlier poetby contains mere thon one metrical

line per typographical line. PFor e#ample. Skeat in

his supplementary volume to the Complete Works of

Geoffrey Chaucer prints the folloving ‘virelai':

Alone walking, In thought pleyning,
And sore sighing, All desolate,
Me remerbring Of my living,

My deth wishing Bothe erly and late. etc, (51)

(51)

WeW. Skent (ed.), Chaucerian and other l'ieces

(Oxfard. 1697)§ Pe 448,




The typographical 1ine here is "Alone walking. In
thought ployaiug,“ but the metrical linc « the clue
»ia provided not cﬁiy by th- punctu.tion but also by
the oapitaliuation - 1. "Alone wnlkiug.. so that

wetrically set out the poem would be

Alone walking,

In thought pleyning,
And sore sighing,
All desolate,

Me remenmbring

Oof my living,

My deth wishing

Bothe erly and late,

23i
There is a similar form im D in poem No. 16:

At most msyscheffe
I suffer greffe
ffor off releffe
syns I have none
my lute & 1
contynually

shall va epply

to syghe & mone

Both are stanzas of eight Aesyllable lines rhyming
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AAABCCCB. If we set out Wyatt's poem as Skeat has set

out the virelai we have the form

At most myscheffe 1 suffer greffe
ffa off releffe syns I have none
my lute & 1 contynually'

shall vs apply to syghe & mone

or a stanza the ueasure of whieh is proximate to that

of poem No., 30(D):

Sum tyme 1 syghe sumtyme 1 syng
sumtyme I lawghe sumtyme mornynge
as one in dowte thys ys my ssayyng

have I dysplesyd yow in any thyng

In a different weasure, but revealing the same habit of
verse construction we'have Chaucer's own lines in "The

Compleynt of Anelida the quene upon fals Arcite" (line

272 et seg.):

My swete foo, why do ye so, for shawme?
And thenke ye that furthered be, your name,
To love a newe, and been untrewe? nay!
And putte yow in sclaunder now and blane,
And do to wme adversitee and grame,
That love yow'most, god, wel thou wost! alway?
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RS

(52) WiW, Skeat (ed.), The Complete Works of

Geoffrey Chaucer, I (Oxford, 18y4), 375,

These examples clearly reveal the phrasal conatructioh of
early English poetry. They also show how, rhythmicaly,
the single phrase comes to provide the basis for a longer
line, The internal pauses which enable us to identify

~ phrasally constructed verse w111~n§tura11y lose a great
deal of their importarce in foot-counted verse where they
become prosodic and not linguistic necessities; that is
to say, they will be created to suit the needs of the
artificer rather than recognised as an essential feature

of phrasally constructed English speech,

There is a great deal of evidence other than the
use of punctuation whiech indicates a habit of phrasal
construction. Beside the large number of rhymed and

alliterated phrases, e.,g.

She that me lerneth to love, & suffre:

and will : that my trust, & lustes negligence

be ralged bx reason 4.4

(E4)
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there is, in many of the poems, a double 'line' scheme
based upon rhyme, This scheme has been illustrated,
but only in relation to the distinction between the
rhythmical phrasing of a poem and fte tynographical
lineation., What was there observed is, perhaps, more
apparent when this rhythwmical phrasing is emphasised by
rhyme, The result is one rhyme scheme consistent with
the typographical lineation and a more basie one
arising from the poem's rhythmical phrasing. This is
best seen in illustration., The typographical lineationm

of "Ffarewell, the rayn of crueltie”" (E12) is

ffarewell the rayn of crueltie
though that w' pain my libertie
dere haio I boght: yet shall surete

conduyt my thoght of Joyes nede

ises & rhyme scheme AAAB, but with the re: aining three
stanzas the rhyme scheiie is AAAA, The fhyme scheme of

the 'broken=backed' line however is

ffarewell the rayn
of crueltie

though that wt pain
my libertie

dere have I boght:
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yet shall surete
conduyt my thoght

of Joyes nede

isee & rhyme scheme ABABCBCD (in the other stanzas,
ABABCBCH) . The relationship between this stanza and

the stanzas of "Alone walking" and "At most myscheffe"

is simple.

The same double-rhyme scheme is to be chserved in

one of Wyatt's poens printed in The Court of Venus:

Dysdaine me not without desert
'Nor leauve me not so sodeynly,
Sence wel ye wot that in c:y hart
I meane nothing but honesty,

Dysdayne me not, (M 177).

(rhyme scheme ABABC):

Dysdaine me not
without desert
Nor leaue ne not
so sodeynly,
Sence wel ye wot

that in my hart
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I meane nothing but honesty,

Dysdayne me not,

(rhyme scheme ABACANCA).

There are many ex.mples «f the doutle~rhyme scheme

in the Arundel manuscript, but one wust suffice here:

Now all of Chaunge, must be my song

and from my bownd, now must I breake
Since shee B0 straunge, vnto my wronge
doth stoppe her ears, to heare me speake

(ilughey, No. 6)

(rhyme scheme ABAB ). The phrasal riiyme scheme of this

poem is revealed in the version of the poem in D

now all of chaunge
must be my songe
and from mye bonde
nowe must I breke
sins she so strange
vnto my wrong

doth stoﬁﬁ her oris
to to here me speke

(D 157)
(rhyme scheme ABCDABED),



There sre a number of interesting examples in the
Blage manuseript, PFirstly, a slight difference in rhyme

scheme may be noted betweens

What wolde ye mor of me, your slav, Requyere
Then ffor to aske and haue that ye desyre?
Yet I Remaygne without recure,
I insuere ther ys no ffaythffull harte
That without cause causles that sufferth smart.

(No. XL11)

(rhyme scheme AABCC);

What wolde ye mor of me, your slav, Requyere
Then ffor to aske and haue that yve desyre?
Yef I Remaygne without recure,

I insuere
ther ys no ffaythffull harte

That without cause causles that sufferth suart,

(rhyme scheme AABBCC). The difference betwecn the
following two stanzas is more pronounced (the second
stanza of the poem is chosen, but only because the rhyme

is truer);
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Bét;ayed by trust and soco begyled,
By pronas vnjust my name defyledj
whorforo I graunt shat I hauve done amys.
Wyll I neuer do 500 agayne, forgyue we this.

(rhyme scheme AABB)

Betrayed by trust

and soco begyled,

By promas vnjust

my name defyled;

Wherfore I graunt that I haue done amys.

Wyll I neuer do 800 agayne, forgyue me this.

(rhyme schewme ABABCC),

In the final twu examples the difference is very

pronounced. Begiming with the less complicated example:

Myght I as well within my songe belaye
The thinge I wolde, as in my hart I maye,
Repentens shulde drawe frome those eyes

Salt tearis, with cryes, remorce, and grudge of
harte,

Causles by cause that I haue ssuffred snaart,
(No. XL1X)
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(rhyme scheme AABCC);

Myght I as well within my songe belaye
The thinge I wolde,

as in my hart I maye,

Repentens shulde

drawe frome those eyes

Balt tearis, with cryes,

remorce, and grudge of harte,

Causles h- cause that I haue ssuffraed smart,

(rhyme scheme ABABCCDD). In all of the examples chosen
so far both rhyme schemes continue throughout the whole
poem, but in the (inal exawple the double«rhyme scheme
occurs only in the third stanzaj; it hos been chosen for

its complexity.

But yf youre wyll be in this case

To vphold me Styll, what nedith that?
Seith ye or nay, my question was:

So long delay yt nedith not.

YL I haue ye, than haue I that

That I haue sought to bryng to pas;j
Yf X haue nay, yYet reke I nat:

wWhere aught ys got, ther ys no lose.
(NO. XIV)

(rhyme scheme ABABBABA);
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But yf youre wyll
be in this case
To vrhold me Styll,
what nedith that?
Seith ye or nay,
My question was:
50 long delay

yt nedith not,

Yf I haue ve,

than haue I that
That I haue sought
to brvng to pas;
Yf I haue nay,

yet reke I nat:
Yhere aught

ys got,

ther ys no lose,

(rhyme scheme ADACDBD / ABACDB / ABAC ).

The rezson for referring earlier to the phrasal
rhyme~-scheme as a more basic one than that of the typo-
graphical line can be seen in the case of '"Dysdaine me not
without desert," "wWhat wolde ye wor of me, your slav,
Requyere" and "Myght I as well within my songe belaye"
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where the phrasal rhyme~scheme is complete where that
of the typographical line is incomplete. The existence
of such double-rhyme schemes emphasises the habit of
phr-sal construction and the significance of the
'broken«backed' line revealed by the punctuation of

the manuscripts,

In conclusion, therefore, it is to be admitted
that if we treat tlie footecounted line as the basic
unit of early~Tudor poctry then the length of many
lines must be considered intractable. It is, for
instance, difficult to render the following as normal

fcot~-counted lines:

My saq;yu shalt ataine / to fynd yt plesant place
where she doth lyve / by whome I lyve / may chaumnce

the have this gce

But they produce quite a different affect if we dispense
with the notion that they must be read as such lines and
treat them instead as phrasally constructed and to be

read in such a manner, e.f. 1

My song yu shalt ataine /

to fynd that plesant place
where she doth lyve /
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by whome I lyve /

may chaunce the have this gce

The result is tﬁa( instead of an almoat rhythmically
impossible boem we have one of some considerable
rhythmical elegance, In brief, consideration of Wyatt's
poems will disprove the contention that many of them

are "hopelessly rough" and one of the keys to such a
consideration is provided by the punctuation of the
manuscripts. Finally, by observing the basic organ-
isation of such poems many elements rreviously considered
discordant will be found to have a necessary part to play
in the poetry. The native alliterative strain, for
example, will be found to add balance, It is a feature
which early«Tudor poetry shares with Middle English
poetry and one which 1s selected for speciel mention

by Brook (53)

(53) GusL. Brook, The Harley Lyrics (anchester,

l9t18)' pasa

ag relating the Harley lyrics to such very early lyries
as "Fowles in pe frith" (MS Douce 139, f.5r) and "Mirie

it is while sumer ilast® (MS Rawlinson G22, f.1v) both
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of which belong to the early thirteenth century., It is
well, perhaps, to keep such things in mind in view of
the stress which will later be placed upon Wyatt's
English roots, Alliteration of the kind met with in
Wyatt is comwmon in Chaucer and in the poets of the
fifteanth and early sixteent!: century, In the earlye~
Tudor period and throughout the sixteenth entury it
came in for much adverse criticism, ususlly under th
charge of "hunting the letter®™, But the more level-
headed critics inveighed rather against "ouerruch

(54)

repetition ef some one letter"

(54)
Te Wilson, The Art of Rhetorick (ed.

G, H. Mair, Oxford, 1909), p. 167.

then againat alliteration in principle. It was from
the attempt to render ihe whole line without pause
thst alliteration was made to appear raucous, but we

should read elliterative verse not in a headlong rush

Sum tyme 1 sjﬁhe suintyme 1 syng

or

Fair is foul &and foul 1is fair
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but with more dignity, poise and intelligence =~

Sum tyme 1 sj%ﬁo

sumtyme I syng

- as indeed we generally do when reading Shakespeare's
line. And so, by allowing our intelligence to guide us
when our prosody deserts us and by ettending a little
more closely to the puncturntion of the poems and the
principles thiz seems to require, we discover a rhythuical
basis for early-Tudor poetry which will permit us teo
reject at least two fundamental criticis:is which have
been levelled against it; firstly, the criticism that

its - easures are "hopelessly rough" and, secondly, that

it is made even harsher by its freouent reliance upon

alliteration,
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Chapter Three

The Punctuation af the Egerton Manuscript

1, Tables and Analyses,

The Egerton manuscript is a far more complicated
document than the Devonshire manuscript from the point
of view of punctuation, However, the basic pattern so
much niore easily observed in D is maintained in E and
can be seen supporting the sophistications of its more
particular pointing., It is not intended to examine
all the punctuation which is to be met with in E, but
simply to tabulate and analise it and then to direct
attention to signs which suggest that the same basic
princijple of distribution is observed in £ as is to be

observed in D,

Table 1, Unpunctuated Poens.
[}

Of the 128 poers contained in the manuscript 26

are without any form of punctuation whatsoever:
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Nos. 11, Nos. 26, Nos. 43, Nos.

14, 29, 45;
16, ' 36, 47,
19,548 374 53,
20, 40, Sk,
22, 42, 60,

66,

Table E; The Fregquency of Punctuation.

102 of the poems in the manuscript contain sone

of punctuation

1. 34115 g, 1114 32, 2:14 51.
2. 31315 15. 3:1& 33 2: 14 52.
3. 33:14 17, 1114 34, Sitk 55.
4 30:14 18, 2:15 35. 5:12 56.
Se 58130 21. 2:15 38. §:35 57
6. 20i10 23, 7:21 39. 1121 58,
ba., 31 4 24, 63121 k1., 1324 59,
7 31114 25, 1:14 44, 10:8 61.
6s 1831 & 27. 5:14 6, 6:8 62.
9 27211.:5 28. nﬁslk 48, 14:98 63.
10. <6114 30, 1114 49« 5:14 Ol
13. 4:16 31 2: 14 so.x 118 65,
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70,
T4,
92,
9%,
98,
101,

104&0

form

5317
2:7
1:24
41320
11:8
1:28
1:14
1136
9:8
6:8

9:8
1135



67.
8.
69,
71.
73,
75.
76.
77
78.
79
8o,
81.
8z,

8:8

1:40
13:8
1:20
1:35
3:36
3324
5:52
7:8
2:8
191112

2125

84.
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113.
114,
115,
116.
117.
118,
119.
120,
©1.,
122,
123,

124,
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Table 3. The Frequency of the Virgula.

2. 1:15 €3, 1:8 86, 418
12, 1:10 6@.\ 2:g 67 1: 24
17. 1:14 57 &iq;w 88. 1:20
2. 6:21 68, 13128 89, 13391
31. 1:14 72, 1:24 90. 2:60
39 1:21 75. 1:35 91, 13124
K. 6318 76, 1:36 93, 141
46.  3:8 77. 1:26  95. 1341
"8, 8:8 78. 3:152 96. 1538
h9. 2: 14 79. 3:8 97. 23127
\5g. 2:7 80. 1:8 99. 3:22
56. 1320 81, 83112 100,  1:48
‘55. 7:8 2. 2125 102, Al
58 o 1:23l 6%.‘ 5:28 103, 3:36
59 . 1: 14 B4, 1:14 105. h:14
62, 4:8 t5. 5:8 106, 49197

123.
124,
125.

126,

A number of virgulas have been cancelled ( £ )

1:8

7120
13172
19558

hi32
20§76
12§32

24376

6:32
2482

10:32
26 : 91
2332
6:31
6132
2% :149
65:79

and

others Aave had superimposed upon them a later system

of punctuatien ( ,/ /, / /. 3/ A I

thesze

have been retained imn the transcript and are listed

in Table 80
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Table 4.

The Freqgquency

of the Co: on,

1.
2.

3.

4,

5e

6.
7.
Be

9.

10.

13.

14:15

9115
11:14
10:14
23130

8110

12:14

14:8
106:125
12:14

2:16

1:14

15.
18,
21,
23,
27«
28,
30,
31.
32,
33.
34,
35

1:12

38.
48.
49.
50.
51.
56,
57«
61.
62,
63.
65.
¢9.
71,

3.35
338
3:14

3.
76
774
78,
81,
83,
84,
69,
91.
106",
109,
123.

126,

1:20
3336
1:04%
v3:52
10:112
8:28
2:1h
11:91
2:24

1:97

1:31

'1: 79

In the manuscript it is difficult to distinguish between

the cancelled virgula and the cancelled colon and it has

been presumed that

cancelled colon,

(see Table 8) generally marks a
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Teble 3.

1.

The Frequeney of the Point,

4:15 25. 1:14 77 1:24
2. 3:15 35. 4:12 79. 2:8
3. 3:14 3t 1135 0., 1:8
b, 5:14 hg, 3:8 85. 4&:d
5. 83130 4. 1:8 91, 1:24
6. 2:10 48, 2:8 102, 1:42
7. 8114 - 56, 2120 103. 3:36
8, 1:8 - 57. 218 104,  4:8
9. 4231125 62. 4:8 106. 17:97
10. 4314 63. 418 107, 1:8
12, 1:16 - 64, 318 106.. 2:8
15. 1:14n - 67. 2:8 2109. 4:20
23, 2321 - 71. 1:8. 111, ‘3114
112, 5172
' Tpble 6, The Frequency of the Comma.
1. 15:15 6a. 314 64.
2, 14:13 7. 11:14 71,
3. 15114 & 318 89.
b, 14114 9. 1131125 100,
5. 23130 10. 11: 14 103,
6. 10:10 48, 1:8 110,

150 .

113.
114,
115.
116.
117.
118,
119.
120.
121.
122.
123,
124,
125,

126,

1:8
3:8
1:91
1148
1:36
4:8

5:58
2:32
7:76
3;?2
10:70
8132
10:82
5132
14391
3.32
7:31
3:32
11:49
18:79



Table Z: The 'g‘guo!&x of the Question Mark.

2, 33115 44, 1:8 106, 3197
b 1:14 46. 2:8 109. 3:20
5e 2:30 79. 1:8 | 120, 2:32
é. 2:125 89, 8:91 123, 2131
2%, 2:21 - 100, 1148 | 124, 1:32
Table 8, The Prequencxwof Other :unctuation.
a:__brackets be  of ce £
9, 24125 1, 1:15 3. 2114
55. 1:24 64, 1:8 Se 1:30
103, 1:36 71, 2:8 9. 3:125
112, 1:72 85, 218 10, 1114
115. 1:76
1i7. i:?o
ds 1§ - e, o/ ¥ oL
4, | - S
3. 1:14 64 . 1:0 57. 138
S: 1:30 - 71 2:8 G, 138
9, 2:125% 8s, 1:8 113, 1:58

Other forms mot given above: /, (9. 1:125; 71, 3:0)3

of (3. 101k 9. 1:125); /. (57, 218 b1le 13112),

Sce note to Table 4,
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An Analxgis of Table 2:

A

Nos.

No.

Nos,

Be.

No.

Ce.

No.
No.

No.

De.

Nos.

No.

Poems using the virgula simply to terminate the poeu:
17, 58, 75, 87, 88, 93, 95 and also

31 (which also employs :) .

56 and 77 (which also employ . and :).

Poems using the virgula simply to terminate thc stmza:

76 (which also employs 1),

Poems using the virgula simily to terminate the line:

72 and also
62 (which also employs : and .),

64 (which also employs , and ,/ and i/ and ./ and .).

Poems using the virgula simply within the line:

24, 39, 52, 59, 68, 86, 97, 99 and 105, also

2 (whieh also employs ? and , and : and .),

80e 100 (which also employs ? and , ),

No.103 (which also employs () and . and , ),

No.11%5 (whichk also employs () and . ),

No. 120 (which alsoc employs ? and . ),



Nos. 49, 78, 83 and 84 (which also employ :),

Nos. 12, 63, 91 and 126 (which also employ s and . ),

Nos., 80, 108, 114, 116, 118, 122 and 124 (which also

ewmploy .).

E. Poems using the virgula

teraihate the line:

Nos. 82,
No., 48
No. 57
NO,., 67
No. 81
No. 85
No., &9
No. 113

90 and

(which
(which
(which
(which
(which
(which

(which

Nos. 112 and 117

Nos. ti‘ﬁ ’

46 and

96, aleo

also employs , and : and . ),

also employs : and . and ./ ),

also employs /. and ., ),
also employs ¢ and /. ),
also employs ,/ and i/ and ,
also employs : and ? and , ),
also employs ./ and « ),

(which also employ . and ()

79 (which also employ ? and

Nos.106, 109 and 123 (which also employ : and

Nos.3102, 119, 1:1 gnd 125

An Analysis of Table b,

(whieh also employ

within the line amd to

)s

),

o and ?)g

Ae There are no poeme in E using the colon simply to

terminate the poem
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oame

B. Neither are there any poems using the colon simply

to terminate the stanza.

C. Poems using the colon simply to terminate the line;

No. 71 (which also emﬁloys o/ and :/ and , and
/s, and . ),

No. 106 (which also employs . and ? and / ),

Nos,. 109 and 123 (which also employ / and . and 7 ).

e

D. Poems using the colon simply within the line:

NQ..’ 13’ 31' 27. 28' 30' 32' 53. 3&. 50’ 51’ 61' ()5' 69'

75 and also

No. 23 (which also employs . and 7 ),

No, 48 ‘(whieh also émploya‘/ ahd . and o ),

No. 57 (which also employs / and . and ./ ),

No. 81 (which also employs / and /. ),

No. 89 (which also employs / and ? and , ),

Neos. 31, 49, 76, 78, 83, and 84 (which also employ / ),
Nos. 12, 56, 62, 63, 77, 91 and 126 (which also enploy

- and / 7)0
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E.

terminate the line:

No.

No.
No.
No.
No.
No.
No»
and

No.

Nos. 6, 7 and 8

1
2
3
4
5

9
4

18 and also

(which also
(which also
{(which also
(which -1lso
(which also
(which also

and /, and 4

10 (which also

employs ,

employs ?

employs

employs

employs ,

employs ,
)t

enploys

An Analysis of Table 5.

As

No.

No.

B.

8 (which also

71

Poems using the colon within

and

and

and

and

and

and

and

the line and to

{which also employ

employs : and ,

and s/ )r

and , and / ),

and £ and £ and ,
and 7 ),

and A and § and 7 ),

and § and () and ?

and £ ),

'y and )0

)

Poems using the point simply to terminete thelpoemz

i

), '

)y

(which also employs ,/ and :/ and , and : and /,).

Poems using the point simply to terminate the stanza:

114 amd 122
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Ce Poems using the point simply to terminate the line:

Nos, 25, 107 and 111, also

No. 1 (which also employs , and : and ,/ ),

No. 2 (which also employs ? and , and : and / ),

Noe 3 (which also employs , and | and § and £ ),

No. & (which also employs , and 1 and 7 ),

No. 5} (which also employs , and t and 4 and § and 7 ),
No. 6 (which also employs , and : be

Nos 10 (which also employs , and : .nd /4 ),

No. 38 (which also employs : ),

No. 48 (which also empleys , and : and / ),

No. 57 (which also employs / and : and ./ ),

No. 64 (which also employs / and , and ,/ and 3/ and ./
No«. 67 (which also employs / end /. ),

No. 85 (which also employs ,/ and / and s/ ),

Nos«106 and 109 (which also employ / and : and 7 ),

Nos. 444679 and 124 (which also employ / and ? ),

Nos. 56, 62 and 63 (which also employ / and : ),

Nos.108, 116 and 121 (which also employ / ).

De. Poems using thé‘point simply within the lineg

No. 23 (which also employs : and ? ),

No.103 (which aleo employs / and () and , ),
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Nos. 15 and 35 (which also employ : ),
Nox, 80 and 102 (which also employ / ),

Nos. 12, 77, 91 and 126 (which also employ 3 and / ),

E. Poews using the point within the line and to

terminate the line:
No. 10‘&, also

Noe 7 (which also employs : and , ),

No. 9 (which dlpo employs ¢ and , and § and () and
? and A, and /, and 4 ),

No.113 (which also employs / and ./ ),

No.120 (which also employs ? and / ),

No.123  (which aiso employs / and ? and : ),

Nose 112, 115 and 117 (which also employ / and () ),

Nos. 118, 119 and 125 (which also employ / ).

An Analysis of Table G,

A. and B. There aré. naturally enough, no poems in E
which make use of the comma simply to terminate the

poenx or the stanza.
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C.

64

Poems using the cowma simply to terminate the line:

(which also employs / and ,/ and :/ and ./ and .).

NOC

De

Nos, ©6a and 110,
No@ 4 (which also
No. 48 (which also
No. 89 (which also
No«100 (which ~lso
N0.103 (which also
Nose. 6, 7 and U

| A

terminate the lines

No. 1
No. 2
No. 5
No. 35
No. 9
and

No. 10
No. 71

(which also

(whfch al so
(whieh also
(which also

(which also

4 and /, and 4

(which also

{(which also

also

qmploys
employs
;;ploys
employs

employs

2 {bu

employs

employs

emplo&s

employs
Lo HE YESEN

employs
)s

employs

employs
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Poems using the comma simply

t
?
()

(which also employ : and .

Poems using the comma within

o/

within the line:

and . and ? ),

and and / ),

L 2 )

and ? and / ),
and / ),
and / ) ’

).

the line and to

eand o and ,/ ),

and t and ., and / ),

and 3§ and £ and £ and . ),
and : and , and A and § ),
and . and § and () and f

and 4 ),

and :/ and t and /, and . ),



An Analysis of Table 8.

Oe No consideration of the use of br.ckets is
necessary.
b. Poems using ,/

No. 1, within the line (but also employs , and

Nos 64, to terminate the line (but also employs
and 1/ and ./ and . ),

[y

No« 71, to terminate the line (but :lso employs

, and /, and , ),

. ‘..’
No.
also euwploys / and 3/ and , ).

Ceo Poews using £

Noe 3, within the line (but also employs , and
: and 4 and + ),

No, 5, within the line (but alsoc e:ploys , and
» and § and ? ),

No, 9, within the line (but also employs : and
. and () and ? and /, and ,4 and § ),

No. 10, within the line (but also ewploys , and
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/ and

s/ and

35e within the line an¢ to torwinate the line (but
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d. Poems using
S /

No. 3, vitbin the line (but also employs , and : and
£ and £ and . ),

Nos 5, within the line (but also employs , and ! and
#/ and . and 7 ),

No. 9, within the liné (but also employs : and , and
« and . {) and ? and 4 and /, and £ ).

e, Poems using :/

No. 64, within the line (but also employs / and , and
./ and c/ and )'

No. 71, to terminate the line (but also empleys ,/ and

s and § and /, and.. ).
Nos. U5, to terminate the line (but also employnb,/ and

/ and , -)o

Lo Poems using ./

Nos 57, to terminate the poem (but also employs / and

$ and « ),

No. 64, within the line (but also employs / and , and
o/ and 3/ and , ),

No.113%, to terminate the line (but also employs « and / ).
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T.bl! 2‘

Poems using / as the only means of punctuastions

Nos. 17, 24, 39, 52, 58, 59, 68, 72, 82, 86, 87, 88,
90, 93, 95, 96, 97, 99 and 105,

Poems using : as the only means of punctuation:

NOB. 13' 18. 21' 27. 28. 300 32"34’ 50' 51' 61’ 65’
69, 73.

Poems using . as the only means of punctuation:

Nose 25, 104, 107 and 111.

‘Poems using / and . as the only means of punctuation:

Nos. 80, 102, 108, 114, 116, 118, 119, 121, 122, 12&, 125.

Poems using / and § as the only means of punctuation:

Nos, 31' &,. 76. 78' 83’ 8&'0

Poems using 3 and.. as the only means of punctuationg

Nos. 15, 35, 38,

Poems using / and o and t as the only means of punctuation:

Nos. 12, 56, 62, 63, 77, 91, 126,
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e The Function of Punctuation,

In E the colon has largely ousted the poiht to
come to share with the virgula in the task of providing
the primary means of punctuation, The colon nmust,
thérefore, be added to the wvirgula and point as an
essential feature of the basic organisation of the
punctuation of the D and E manuscripts. o

ihy
(1) In E the parity between the virgula and point

illustrated in D is extended to the c¢colon as here =

Of one I stricken with dynt of lightening
blynded with the stroke / erryng here & there
s0o call I for helpe : 1 not when ne where

Nott, Foxwell and “uilr have replaced both sisns by
comuas which, although they tend to make the rhythmically
A ,
important pause insignificant, do stress the equivalence
N ,

whieh obtains between the virgula and the colon in these

particular lines,

(1i) The rhythmicnl importance of this punctustion has

alre dy been considered in exanining the nunctuation

142



of Dy however, additional illustrations from E will

perhaps serve to underline earlier observations,

ae In the following lines from poem No., 869 the colon

and the virgula mark pauses which require e phasis?

In this also se you be not Idell

thy nece 1 thy cosyn : thy sister or thy doEF?er
if she be faire / if handsam by her myddell
YT thy better hath her love besoght uer

avaunce his cause & he shall help thy nede

it is but love : turme it to a lawghter /

kith the exception ef Muir who retains the final colon,

none of the editors attem:t to reproduce this punctuation

b, Elsewhere the»virgula and point mark out the
rhythmic:l shifts by mieans of which the poem creates
the mo&ements of self-~debate; for example, David,
pondering the.Chiistian iwysteries, pulls himself up
short, | |
as wvho myght say « who hath exprc¢st this ﬁhing?
I syhmer I / what have I sayd olas? |

yt goddes goodnes wold wiin my song entrete

let me agayne cosidre and repete.
No., 120
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Nott, of eouﬁho. seigzes upon the opportunity to ex:lafm:
"I sinnerd 1! what have 1 said? alas!

a line which Poxwell and Muir punctuate with two and

three counias respectively and a question mark,

Ce Thirdly, the v tuition serves to emphasise the
contrariness or contrudictoriness of what is being
reflected uvpon and, assuc:ated with this, to mark
general reversals of stutesent snd conjunctions of
apparent opposites. The following exewmplify this use

of punctuation in E;

sonest he spedeth, that woost enn fain.
true meanyng hert ,/ is hed in disdayn.

No, 2.

The dis junction created by the virgula is rhythmical
and meaningful, by material implication it rnprisents
}he dis junction of desert and rewards All three
editors, however, leave the line unpunctuated, We
£find a similar reversal of nature, or of what we would
naturally expect, in No, 13 (significantly this is the

only punéiﬁatt&d line of "the“ypoem ):

yf burning a farre of 1 and fresing nere
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Unlike the other two editors, Muir does not acknowledge
the rhythmical stress provided by the pause and so
leaves the line unpunctuated, The remaining examples

all fit roughly inte the same category as the l-st,

I love an othre i and thus I i.ate my self

No. :—17

(Bott and Muir substitute a co:ma for the ore emphatic

solon)y

that spurrcth with fyer : and bridilleth wtﬁ Ise

No. 30

(again, this is significantly the cnly use of punctuation
in the poem, Foxwell ignores the colon cmpletely and

Nett and Muir replace it by a comma)}

They fle from mwe / that sometyme did me seke

No., 39

(once again, the only usc o f punctuntion in this poem.
Nott and Muir ignore the virgula and Foxwell substitutes

a comma for it);

Therefore farewell my liff : wy deth

No. 56

(the editors replace the colon by a comna and Nott also

inserts a comma after "farewell");
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those plesant wordes / now bitter to my mynd

No. 113.

(Muir and Foxwell ignore the virgula and Nott substitutes
a cora for it)., In all the examples cited the pause
marked by the colon and the virgula plays an emphatie
and meaningful part in the line in which they appears
Xott, Foxwell and “uir generally diwminish or ignore

this functional importance of the punctuation in the

manuscript version of the poems.

(iid) In every imnstance the quantitative affect is
that of a broken-backed line. The application of this
kind of rhythmically effective punctuation acts like a
brake up&n the pace of a line, halting the wmovement and

creasting fresh impetus

now ioy / now woo / if they my chere distayne

No. 105

(Foxwell substitutes a conma for the [{irst virpula and
ignores the second. Nott and Muir substitute a comma
for each virgula). The same principle but with the

reverse effect is also to be wmet with 1t
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L sl

with fayned visage, now sad, now mery.

No. 3.

(iv) This check upon the movement of the line is

frequently used to counteract the affects of allitcere

ation:

his rayne is rage ., resistans vaylyth none

NO. 10’*.

(Nott substitutes a semi-colon for the point and

Foxwell and »uir a comma)}

wy plesure past / my present payne /

No. 106,

(Foxwell replaces the firet virguls by a coma and

ignores the secondy Nott and Muir replace both by
co .mas )}

of peple frayle / palais / pompe / & ryches /
No. 113

(Nott substitutex cormas for the first three virrculas
and a point for the last; Foxwell follovs Nott but

prints a semi-colon instead of a pointy Muir replaces
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each vifgule by a conma)j

fforsak me not / be not farre from me gone

ria. No. 117-

8

(Foxwell substitutes a comna for the virgula and Muir

a semi~colon, Nott punctuates the line 1

Forsake me not}! be not far from me gone! )

The baneful affects of much alliterative verse arise
from the failure to attend toniﬁe pausing or broken
utterance rcquirdd by it and welleindicated above in

the use of the punctuntion. It is misleading to think
of the above expressions as 'lines' without distinguishe

ing betweem the rhythmical 'line' -

my plesure past /
wy present payne /
~ and the ‘accidental' typographical line -

my plesure past / my present payne /

As has already been seen in the jrevious chapter the
two are not necessarily the same in this kind of poetry
and a great deal of the confusion about the rhyths of
such verse prebably arises out of the tacit equation of

the rhythmieal with the tyregranhical line,
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The crossereferences to editorial punctuation
have been made to substantiate the assertion that
editors of Wyatt have generally diminished the
importiuce of the manuscript unctustion by making
it less obtrusive and hence less effective, This
point establishe.: it can only prove tedious to the

reader to continue with the cress~referenciag.

{v) There are two other uses to which the broken
line is put., It is used to emphasise a couparison

as in poem Ne, 34:

Like to these vnmesurable montayns
is my painfull lyff the burden of Ire

for of great height be they ¢ & high is my
desire

and I of teres i and they be full of fontayns

and later in the same poem:

cattell in theim §t and in me love is fed

Immoveable ame 1 : and they are full stedfast

The general rhythmical affect is much the same as that
in the antitheses, that of balancing phrase against

phrase so as to 'weigh up' the situation.
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(vi) Pinally, a similer use of punctuation frequently
accompanies the preseontation of an itinary, as for

instance in poem No, 9%

therough dyvers regions:

thorzagirdo-ort wodes : & sherp high mountaignes:
thorougii frowarde people | & straite pressions:
thorr;;;: roeky sees : over hilles, & playnes:
vf?gfv.ry travaill, & labourous paynes:
alwayes in troublo?rt in tediousnes:
in'all‘érrour.%an; daungerous distres.

end Ne. 62;

by see by land § by water and by wynd,

and No, 115
AR &

my fawt / my fere / my filthines 1 say

in mete / in driﬁ&v/ in breth yt man doth blow

In slepe / in wach / In fretying styll wtin

Rhythmically zpeaking these last two examples from the

Psalws are almost identical to the line quoted earlier:
now ioy / now woo / if then my chere distayne

As has been remarked already, it is best to think of

each such typographical line not as a verse line but
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rather in terms

in
in
in
In
in
In

Immediately tlhe

appropriate to its phrasing:

mete/

drynk/

breth yt man doth blow
slepe/

wach/

fretying styll wtin

‘family' characteristics shared by the

Psalms and the slightest of the lyrics will be seen,

There is, at least in principle, no rhythmical gap ip

Wyatt's work.

(vii) Having

already emphasised certain features of

the use of punctuation imn the D wanuscript it has been

unnecessary to cover the same ground in considering E.

With respect to F it has only besn thought necessary to

point to the eessentially similar use of punctuation in

E arrd Dy The punctuation in both manuscripts is

directed by certain rhythmical considerations and these

are restricted in number and an attempt has been aade

AL

to list these nnd to f1llustrate thcm, E is, of course,

a wore complex manuscript then D, at least in so far as
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its pointing is in guestion, but even where pﬁnctuation
is at its heaviest the rhythmical intent remains plain
enough., Rhythwmically what it enables us to rerceive is
the phrasal eonstruction of the verse and the affeet of
a broken~baeked line which this produces in all but the
very shortest lines, Poem No. 1 in E may serve by way
af finally 1llustrating the presence of this basic
rhythmical pattern, marked out by the pointing, in a
poem in which the punctuailan has been sophisticated,
In thie poem the coumuas are l,ter additions, but it is
possible that in some cases they have been imposed upon
the original pointimg and in one case, in the penuliinata
1ine, the imﬁoaitian is apparent in the campanionohfb

of corma and virgula,

Behold, love, th;wpouer how she diapiseth
my great payne how litle she regardeth.
the holy oth, wherof she taketh no cure:

3 >

broken she hath : ‘and yet, she bideth sure,

right at her ease : & litle she drede he °

SReR
wepened thou art § and she vnarmed sitteth:
Lo | |
to the disdaynfull, her liff she ledeth;
to me spitefull, wthoutc cause, Oor mesure,

Behold, love:
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I ame in hold i if pitie the meveth:

goo bend thy bowe § tﬂat stony hertes breketh:
and, with some stroke, revenge the displeasure
of y'e, & him : that sorrowe doeth endure:
and, as his lorde, / the lowly, entreath

Behold, lovae,

It will also be seemn that the basie punctuatia#
(rhythnically,,thezkoy punctuation) is atill that of
the colon and virgula despite the attempt teo lophiﬂt;cat@¢
Furthermore, the occurenee of this punctuatiom within
the line markes the point (the pause) at which the line
breaks, or has to be brokeny if we are to render the
rhythm gorrectly., To put the matter in another way,
the key punctuation aistxnguishas the rhythmical lines
of the poex from the typographical oness 1Im brief,
following up the clue which is provided by the basic
punctuation of the manuscripts, we are led te postulate
an understanding of rhythmical organisation based upon
the primacy of the phrase and generally indifferent to
foot«counted metrics. The occurence of foot-counted

smwoothness in this kind of verse has to be counted

fortuitous,



Chaptor Foug

An Bmpirical Approach

The manuscripts themselves provide a certain
amount of evidence to which we may turn for assiste
ance in attempting to treach some understanding ;f
Wyatt's rhythm, But although it has been necessary
to present the evidence in the most unequivocal manner
possible, the manuscript evidence is not in itself
conclusive, Indeecd, 1in itself that evidence only
assumes the importance which has been given to 1t
when the more informal approach towards rhythmical
matters proposed throughout is:preferred to that
adopted by Saintsbury, Foxwell and Padelford. In the
last resort, therefore, such a matter of preference
has to be decided in the course of persuasive argument,

demonstraticn and by the accumulation of additional,

reinforeing evidence.

One such plece of evidence is provided by the
study of Wyatt which introduces br. Tillyard's selection

of wWyatt's poems., As will appear, Dr. Tillyard's essay
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perpetuates those beliefs which have previously been
expressed by Scintsbury, réchll and Padelford and
which have dbminated both English verse and English
criticism of verse from the seventcenth century well
into the present. But it is necessnry before consider~
ing theu, and Dr, Tillyard'a reliance uron them to
re-~caphasice the fact that these beliefs have not
always be.n dominant. Puttenham, as l.us bheen seen,
thought of himsc¢lf as somethiny of an innovagtor in
this respect and, despite the implications of Saints-
bury's remark, there seems good reason tc believe that
various lines of rhythmic possibility rewained open
througihiout the sixteenth and early seventeenth century
even though regularity and order was heing sought in
italianate and classical gultivation, preached by

Elizabethan'critics and widely affected by the poetis

thewmselves, JPutteaham's The Arte of English Poesie
revresents an initial stage of that "revolution in

the prosodic apprehension of Fnglish metres® (Futtenham,
pe liii) which was ultimately to result in "the

Miltonic convention"}

To the early~Tudor reliance on pause
and rhyme succeeded an excessive feeling

for wmechanical internal regularity of a
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t4 tum ti tum pattern, still strong

in pause and heavy in rhyme, (55)

(55)
ibid, p.lxxii.

But for all this artful cultivation Sidney was still
capable of achieving an oecasional greater freedom and,
more speciacularly, the metaphvsical poets appear to

have been en rapport with a less cultivited and more

energetic vernacular rhythwm., Indeed, it does not
appear to have been until poetry came to be written
under the awesome jinflduence of John Milton, in "the
Miltonic convention™ as Professor fiarding h.s cailed
it, that tie question of classical regularity w:s
accepted ns settled and the unquestioned sunremacy

of it to vwiich Saintsbury reflerred was finally aesured,
There is sowme indication of the natured Milton's
achievement in this respect in the following queotation

from wre ' n's boock The Eng}ish Languagg;

Milton, in the preface to his Paradise
iLost, speaks of his own blank verse as
observing *fit quantity of syllable'

though his resl intention should have
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been on the appropriate arrangewent

(56)

df stress.

(56)
CeLs Wrenn, The English Language

(Oxtord, 1949), p.4b.

Wrenn, writing as a linguist, is assuming that a poet
writing in English should exploit the resources of that
language, in thisg case its rhytha. As a consequence
of the adulation of Milten, 'fit quantity of syllable!

was accepted as the sine qua non of verse by the

succeeding centuries, The unnatural handlihg of our
English usage which this view so frequently occasions

is largely due to the fact that

English syllables h.ve not in natural
speech any consistent relation to

each other in quantity., Sensitive ears
have always recognized this; it haes now
been proved for us by recording with
instrunents more precise in stating, if
not necessarily in detecting, variations

in length than the human ear, (57)

(57) Ce InSQ Elizabethan L!rics (1951), P 1950

ol




A fact which waswell enough understood by Puttenham when,
in denying the possibility of introducing classical

prosody into English versc, he gnve as the reason

the ceuident motion and stirre, which is
perceiued in the sounding of our wordes
not alwayes egall: for some aske
longer, some shorter time to be

vttered in. (28)

(58) Puttenham, p.67.

The response upon whic! most criticisms of Wyatt's
rhythm deperds is not only ill considered, therefore,
but positively baneful in crudifying our perception of
the rhythm of the English language., Thus, although
in other nptters it contains many acute insights,

Drs Tillyard's study ie vitiated by remnaining within

the narrow confines of (what amounts to) the rhythmical
stock response of the eighteenth and ninetevnth century.
wve find "the Miltonic convention”™ still very «uch alive

in this evaluation of Wyatt's sonnets:
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Of the thirty-one sonnets, twenty may
be criticised in the same way as the
rondeaus. They are early works ..
rough, interspersed with an occasional

line of poetry, (594

(59) EJM.¥W, Tillyard, The Poetry of Sir

Thomas Wyatt (2nd impression, 1949),

Po 27.

The notion that it is sensible to breask down a poem

into lines (why not imto words?), to select the occasional
‘good' line and to reject the intervenin: 'bad' lines is
itseif part cof the classical habit or convention,
Furthermore, Dr. Tillyard hes previously implied that
Wyatt's work is rough when he is writin: English verses
and poetry when he leaves off doing m=o., The "English
verses"™ here are, I believe, the Fnglish numhers which
Wyatt along with Surrey is supposed to have reformed;

they are, in other words, verses which lie outside 'the

(60)

Miltonic ¢onvontion'.

Only once in the rondeaus does Wyatt

leave off writing English verses and
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ereate poetry, nanely in the last lines

of 'Wwhat no, perdiel '

{
( )0) Tillya!‘d, ‘:')p' 26' 27.

The lines which Dr. Tillyard then goes on to quote are

Though that with pain I do preocure

For toc forget th:.t once was pure,
Within my heart shall still that thing,
Unstable unsure and wavering,

Be in my «ind without recure?

PR LR

Wbhat no, perdie!

And we are left to speculate as to what exactly it i=
in these particulsr lines that has earned Dr. Tillyard's
approbation. Certainly it cacnot be a profiindity of

thought or of imagery, uetaghor .r diction., Indeed,

E.K. Chambers could aptly have gquoted the last lines
of 'what no, perdie.'' to illustr-te his contention
that Wyatt

makes little use of visual imagery,

liis range of metaphor is restricted
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and rather conventional. PFor the most
part he is content with the plainest of
words, and relies for his effect upon

his rhythmical accomplishment, (61)

_——

(61) E.K. Chambers, Sir Thoras Wyatt and Some

Collected Studies (1933), p. 129,

Suck speculations lead to the conclusion that it is in
virtve of their "rhythmical accomplishment" that the
lines above are selected for special mention. Truly

the rhythm of the lines is straightforward enough and,

not inapyropriantely, recalls to mind Tennyson's

tillows whiten, asvens guiver,
Little brés?es dusk and shiver
Thro' the wave that runs fir ever
By the island in the river

Plowing down to Camelot,

In both cases the rhythm is obvious, metrono-ic in
gquality and rapicly becomes no rore than a 'sing-song!

chént quite indifferent to the contert of the poens.

- 161 =



Metrononic rhythm, as will be seen, are put to far
better use than this by Wyatt, and one of Wyatt's
chief shortcomings (altlicugh this 1is not being fair to
th: marnitude of his achieverent) is, as C.,S. Lewis tuo

forcibly rewarks (62)

(62) C.5. Lewis, English Liter.ture in the

Sixteenth Century (Oxford, 1954,)p.225.

to be located in the exigencies of LlLis type of rhythnuis

llonever, deapite the inaptmess of the illustration,
Dr. Tillyard's distinetion beiween Wyatt's "English.
verses” and his "poetry" might serve Lo make a valid
criticel point if taken in a spirit totally difforent'
from that intended -« the stress being placed upon "English”
and the term "poetry" being understsod to refer to that
gultivation of the language prososed by Puttenham. But
the spirit in wiich we are intended to tske the distinct-
ion is one in which the superiority of 'smooth nuuwbers'
would naturaily he a-suwmed. This assuwption continually
betrays Dr, Tillyard inte :he kin« of insensitive

judgirent illustroted eoarlier., So it is that Wr, Tillyard



having referred us to Darclay's "The Ship of Fools"

goes on to say,

Even the earliest of Wwyaitl's roudeaus

are welrically better than this, but

the exisience of such writing wust have
wade him imitially less critical and more
tolerant of harshness. The opening of this

sonnet, for instance, is hopelessly roughi

Each wman we telleth 1 change most my devisej
And on wy faith, we think it good reason,

To change propose like after the seasonj

For in every case, (o keep still one guise

(63)

Is weet for them that would be taken wise.

(63)
Tillyard, p.19.

There is nothing at all "hopelessly rough'" about the
lines once the attempt to reduce 4“yatt's rhythm to
metrical feet has been abandoneds In defereuce to
a feotegsearching scansion undoubtedly the lincs will

appear rough, but even themn this does not imply that
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they are bad or that they are, in measum, inappropriate
to the wmatter. However, it appears almost certain upon
reading the lines that we have to -~ssume the freer
rhythms of spcech. English speech rhythms, those
presumably to which wrenn refers in using the term
‘stress', are phrasal and as a consequence (what Tillyard
calls) "English verse" tends to fall into phrasal units
'separated by pauses, the values of which depend upon

the general significance of the cowmunication., As has
elready been seen this principle is observed by Wyatti;

it is also strikingly observed by Donne and Hopkins, (6%)

(64) Skelton's editor, Phillip Hoenderson, has

conmented unon the relevance of ifopkins
to a consideration of early«Tudor poetry,
The 'Skeltonict', he has noted, has its

mainspring in

the accentual rhythm of ordinary
English speech = the sprung rhythm
which Gerard Manley Hopkins
‘discovered! in the middle of the
nineteenth century and used with

such magnificent effect.
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P+ Henderson (ed,), The Cumplete Poems

of Johmn Skelton (1948), p.ve.

—— P

s0 that anyone fairly competent at reading these poets
is likely to have little difficulty in reading wWyatt.
In these poets, as in apeech itself the value of the
pauge is of gre.t rhythmical importaunce and is often
made to carry considerable eii; hasic, becoming what we
would normally call a !'pregnant’ pause, As Coleridge
seems to have rcalised with reapect to Donne, silence
is as rhythmically important as sound and plays ‘'ts
part in deterring the purport of a noem, According

to Miss Catherine Ing, Renaissance critics were not un-

aware of

the part that silence, nhether as pause

or a8 rest, can play in organizing sound

(65)

into rhythmical arrance:ents of time

(65) y
Ins. p064.

R 5'
a point to which she returns in order to make the acute

observation, first made by Gascoigne, I helieve, that
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However freely we vary the lengths of individual
syllables, we tend to allew to each line a length
of time roughly equal to that which we :llowed
the first, If the syllables themselves do not
£ill out tiie time we allow silences to make up

(66)

the sum,

66
( ) Ing' P, 199,

for Gascoigne sce Certayne notes of Instruction

in Arber‘'s Reprints (1868)

Bearing such observations in mind and recalling the
general patterns revealed in the last two chapters,
suggestions as to how the lines gquoted by Dr. Tillyard
should be read may readily be made, These suggestions are
straeightforvwerd and yet, it is believed, thcecy remove the
difficulties which, as a reader, Dr. Tillyard apparently
found insurmountsble, Instead of reading them as lines it
is proposed that they should be read as phrases separated
one from another hy a pause (whieh is indicated below by
means of the virgula). This itsclf is a speech practice
ond therefore familiar, Then, by noting that in speech an
oath such as "on my faith" is usually ewmpheatic es =21lso, in
self-justifying utterances, is the criterion to which we
appeal, viz, "reason", and that for which we appeal,
tehange”, (Note that the self-justification does not coummence

until the second line =0 that it is only the second "change"
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which receives the justificatory emphasis). Marking the
emphatie words by placing them in italics then, it is

suggested that the lines should be reads

Each man me telleth / I change most wmy devise /
And onm my faith / wme think it good reason /

To change propose / like after the season /

For im every case / to keep still one guise /

Is meet for them / that would be taken wise /

This suggestion is purely empirical, that is to say, based
upon observation rather than precept, and could not have
been made without taking into account the general purport

of the lines and certain characteristics of English speech,

To some extent each new poet has to rediscover the
functional rhythm in the speaking voice of his time and in
doing this the new poet sets himself apart from hia’iasser
contemporaries as Eliot did in "The Wasteland”" and Hopkins
in "The3Wrack of the Dcutachland"; The importance of this
redisco;ery was not understood by those who inherited !'the
Miltonie conVention';' by and large poetry was dominated by
classical prosody and liitle, if any, consideration was
given to the rhythm of the "language really used by men",
Puttenham had understoéd thevimportanca of this language:!

the poet should turm to contemporary speech, for "writing

is no more tham the image or character of apeech" (W78) and
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"not follow Piers plowmen nor Gower nor w ﬁqr

.\\\‘
yet Chaucer, for their language is now out of use with
us" (p. 145). Although the Romantics - wordsworth |

with his "selection of language renlly used by men"®

and Keats reiecting Milton with the cri de coeur,

"english must be kept up" « seem to have been aware of
the need to 'rcdiscover' the rhythims of 'nglish speech
it was not until the present century that any real

chhallenge to the adequacy of clasrical proscdy was iuade,

Although, in the twentieth century, the speaking
voice has in a sense been granted some kind of
recognition, in that Donne and ilopkins have heen
accomodated alongside "our standard writers", never-
theless not ail the iuw,lications of this recocnition
have as yet been widely and properly a: ~“reci-ted,

Dr. Tillyard acknowledges Wyatt's conversational tone
and even presents what he takes to be examples of it
without stopping to consider, without even suggesting
that this might be necessary, in what this peculiar
distinction of tone resides, Even Professor ‘wuir,
wyatt's most recent anu most enli,itened editor, reveals

unwittingly how deep are sowme prejudices against the



sj;eaking voice, how little attention is in fact paid
to it in reading. (In all probability "the ‘iltonic
convention™ has seriously affected our 'ear'yi many
readers still adopt a completely artiiicial and usually
pompous tone when reading verse). In a fuotnote to
the following stanza from "Ffarcwell, the rayn of
crueltie®,

1 fare as oon escaped that fleith:

Glad that 19 gone yet still fereth,

Spied to be caught, and 5o drcdeth

That he for neught his pain leseth,

}‘uil", No.’ii
Professor Muir writes, apropos ti'e second line,

This line uckes doubtful sense. Nott
proposed 'Glad that he is gone', Perhars

it should recad: 'Glad he is gone'.

There can be no doubt at all about the seise of the
line and both Nott and Muir's propossls are wrong.

¥e are vell enough accuatomed, egnecially in speech, to
elliptical ex re=zsions of the kind used here by Wyatt
and if we are in this kind of ray; ort with spoken

English, non-literar: Englisi: perh:-ps, it apvears mere
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pPedantry to make heavy weather of Wyatt's line, It
is plain that the subject pronoun to be understood
in the phrase 'Glad that is gone' is 'oon' and not
'he', There are a number of such omissions i1n the
above lines, mainly of pronoums, but these omissions
are all still common in English speech, The sense

of the lines in the expanded form is:

I fare as one (who has) escaped that flees,

(As one vwho is) glad that (which has been esca:ed) is
gone and yet (who) still fears,

(As one who is) spied to be caught and = (whe) dreads

That he for nought his pain loses Laor looses _/.

And in the early~Tudor period the owmission of the subject
pronoun was not elliptical as the pronoun would not
normally be used in such phrases as 'Glad that is

(67)

gone ',

(67)
1 am indebted to Mr. fric Stanley for

this information,

Put tenham, however, deals with such ellipses in verse
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referring them to the 'Figures', especially in this

case to the liypozeugma and the Sillepsis (Puttenham,

P.163) and, more particularly, to the "Prolepsis or

the Propounder®;

Here ye sce the first proposition in

a sort defectiuve and of imperfect acene,
till ye come by diuision to explane and
enlarge it, but if we should follow the
originall righti, we ought rather to call
him the forestaller, for like as he that
standes in th& market way, and takes all
vp before it come to thc market in
grosse and sells it by retnaile, s0 by
this maner of speach ocur maker setts down
before all the matter by a brief
proyosition, and afterwards explanes it

by a diuision more particularly. (68)

—

(68) Puttenham, p.168.

This we still do in our ordinary s;eech. The second of
the lines quoted is, however, explanable in two ways,

but ambiguity is comwon in speech also. The phrase 'Glad
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that is gone' should be treated as ambiguous, referring
sinultanecusly b;th t¢ what has been escaped and who
has escaped, It is not, thoreforo, uncommon even
amongst respected critics and scholars to find, ax we
have done, on the one hand an acknowledgement of the
impor tance of suech things as conversational tone and,
on the other, inatances revealiny a practical disregard
of the principles, criteria and cons:derations involved

in such an acknowledgewment.

8o far what has been proposed has been a rather
broad approach to Wyatt whieh is not prejudiced by

ill4cit, a priori, notions of rhythm, Here and there

some matters of fact may be open to dispute, but the

manner of appronch, the empirical manner, seems to me
to be beyond question. Even granting this, however,

there is still a further problem of attitude to be

resolved if we «re to avoid the mystification of a

reviewer writing in fhe Times Literary Supplement.,
For this reviewer |
the mys tery of Wyatt is simply whether
he knew'hhat tie vas doing or whether
he did not ..+ At one moment he ias the

equal of the greatest in his command
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of rhyths and wetrey at another hLe
see.s tuv be laboriously counting
syllables on his fingers - and gettiyg
(69)

thea wrong sosetimes ...

(69) "Wyatt and Ralegh", Times Literary

Supplewment, Sept. 19, 1329.

The initial problem here is one of formulation., Posed
as 1t is by the reviewer the problem recuires for its
solution greater biographical knowledge than we at
present posses=z and this 1s a misleading way of raising
what is in fact a question of Wyatt's eritical acumen.
The criteria of what Wyatt knew ("whether he knew what
he was doing or whether he did not”) 4in this instance
would not be satisfied by the discovery of, say, a
transcript of Wyatt's mental processes, and the ‘would
not' is a legic2l one., It is not a matter, that is,

of what or how ﬁy&tt considered the'problem, for as

Gilbert Ryle has teaught us,

when we describe a performance as

inteliigent, this does not entail the

- 173 -



double operation gf considering and

executing,. (70)
:(70) G« Ryle, The Coneept of Mind (1949),
PPe 29, 30,

when'ne describe Wyatt's rhythmical performance as
inicfiigont, therefore, wiugot only reject the notion
6f a"uystery; but;do so onltho grounds of Wyatt's
aciszi-performance. w;;f is of interest critically

is what wfatt did rather than what Wyatt knew (or
rathcr with what he did as the only relevont.criterion
of:;hat Qe knowi and we are; therefore, concernﬁd with
éhovproblém as a watter 6f 'know how' and not as a

matter of ‘'know that'; the only relevent evide:ce is

the execution, the work itself,

Bearing this last point in mind, we can judge
Wyatt's critical ‘know how' by considering the kindas
of problem he solved. This kind of question is far
more manageable simoce it does not depend upon evidence
we do not possess ( and are never likely to possess )

and can be formulated in such a way as to suggest some
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kind of answer: what were the problems facing writers
of English verse during the period? We know that
critiecs following Wyatt thought of the problem -~ one
it was believed that Wyatt did much to solve -~ as being
that of polishing "our rude and homely maﬁer of vuligar
Poesie" and of so reforming ”ouf English metre and
stile”, The model provided for such a reformation
was the verse of the Romance languages: Puttenham
refers, for instance, to the "schooles of bénta.
Ariosto and Petréréh“ fb.ﬁ@) and there seems little
doubt that the consequence, of course, was an aping

of models which were in a very real sense alien, not
only Italian, French and Spamnish but, as Campion

reminds us, Latin and Greek. For,

If the Italiens, Frenchmen, and
Spaniards, that with commendation

have written in rhyme, were demanded
whether théy'had rather the books they
have published (if their tongue would
bear it) should remain as they are in
rhyme or he translated into the ancient
numnbers of the Greeks and Romans, would

they not anawer Into numbers? What
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(71)

honour were it then for our English
language to be the first that after
80 many years of barbarism could
second the perfection of the indust-

(71)

rious Grecks and Rowmans?

Thomdn Campion, OUbservations in The

Art of English Poesy (in English
Critical Essays, ed. E.D, Jones, 1947),

PP 58' 59&

Rhythmically the models are highly impracticable since
the phrasal units of English speech cannot but break
the back and so disrupt the élassically easured
quantities of all but the very shortest lines. This
broken-backed charactefistic has already been illus-
trated, but one of Puttenham's own examples serves to
bring out afresh the related imadequacy of the pause

as an end-siop in English verse:

Were it for grace, or els in hope of gaine,
To say of my deserts, it is but vaine:

For vvell in minde, in case ye do them beare,
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To tell them oft, it should but irke your eare:
Be thc§ forgot; as likely should I faile,
To vvinne vvith vvordes, vvhere deedes can not

(72)

preuaile,

(72)
, Puttenham, p,222.

If we consider the punctuation‘here as denoting the value
of the pause, thenAthofc are pauses within each line as
lons and as heavy as any which mark the termination of
the lines, If then we have to justify the typology of
such a stanza we must have recourse to the rhyme scheuse.
Rhyme in earlier Eﬁglish verse has, therefore, the
importance which quantity has in Latin. Perhapns Daniel,
replying to Campion early in the seventeenth century,

was dimly aware of this when he exclaimed:

But yeﬁ now, upon the great discovery of these
new measures, threstening to overthrow the
whole state of Rhyme in this kingdom, I must
either stand out to defend, or else be forced

to forsake myself and give over all. (73)
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(73) Samuel Daniel, A _defence of Rhyme (in

English Critical Easuys, eds E.D. Jones,

’9“7)’ P 61. ()20

Cert.i.inly ruttenham, with his sympathy for and his
understanding of the earlier English poets, appreciated
this important fact about earlier English verse. For

Puttenham, his editors have written,

It 1is rhyme which compensates for the
lack of 'numeroeitie' and which offers
to the English maker eopoortunities of
Art comparable to those enjoyed by the
classical poet. The delight of the ear
is the ‘cadence or the tuneable accent

(74)

in the ende of the verse',

(74)
Puttenham, p.lxvii.

Thus, as was remarked in an earlier note, the need to
enphasise rhyme by means of punctuation independent
of grasmatical sense. Such an emphasis corresponds

well enough to Puttenham's "concentration on rhyme as
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the main pivot of metre"” (p.lxvi). The bonding of
English verse by means of enderhyme is tightened by

means of alljiteration:

Were it for grace, or els in hope of gaine

These none-quantitative devices are of self-evident

importance in early-Tudor verse:

Skelton has a marked proclivity for "hunting
the letter” in all his poetry. In the
matter of alliteration, he frequently reacho;
the limit of three repetitions which to
Puttenham was the maximum number allowed by
good taste, and there are many instances

(75)
that go beyond,

(75) Rubel, p.33.

And, as Rubel shows elsewhere, Barclay and lawes are much

given to the same practice.,

The problem for Wyatt was how to develop the English
verse he inherited in order to deal adequately with his

situation as a courtierjy or, in other words, how was he
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to develop a verse expressive of his preoccupations as
an English Court poet, More specifically it meant
dewloping from the most confident and assured forms

which were initially available - such as

Wyth seruing still
this ha&e I wone
for my godwill

to be vndone

and those of the English carol mentioned by both

Tillyard and Harding (76)

(76) Tillyard, p.13. Harding, "The Poetry of

Wyatt", pp. 202,{f= 203,

P |
a——

- to something as radically new as this:

They fle from me that sometywe did me seke
with naked fote stalking in my chambre

I have sene theim gentill tame and meke
that nowe are wyld and do not remembre

that sometywme they put theimself in daunger

to take bread at my hand and nowe thoy raunge

besely seking with a continuell chaunge
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If we look to thouyative carol tradition, to fourteenth

and fifteenth century lyries, tc liturgical chant and

<24

Plainseng, in order to understund something of Wyatt's
| Wi

background -~ "such music was as helpful as any grammat-

ical theorist in encouraging poets to have 'regard to

the accent' of their mother tongue® (77)

(77)
’ Ing, p.135.

it is needful to note, at the sarme time, their inferiority

when compared to such a poem as "They fle from me",

There can be littlo doubt that the conversational and
dramatic qualities of much of Wyatt's poetry springs from
his phrasal conception of rhythm., And in that sea chanties,
liturgical chant and plainsong all reveal the same kind
of understanding of rhythm it may be saiﬁ that ¥yatt and
his conteuporaries were, in fact, writing within a more
or less firwmly established tradition. Profesacr illarding

amplifies this podint:

This pausing verse¢ has much in common
with plainsong. The music complicates

the question by so etimes giving an
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unnatural or exaggerated accentuation,
but the main effect is similar: the
words are divided up into rhytihmical
units of diverse structure which therefore
have to be cle:rly separaied from one
ancther by a pause: 'Ag it was in the
begiining - is nov « and ever shball be'.
The 'parallelism' adopted in the
translation of the Psalas further
reinforces the tradition of balanced
but distinct units as a satisfactory
mode of trbating language. And, as the

Encyclopaedia Britannica article on

plainsong poinrts out, the absence of a
regularly repeated rhytrm allies plain-
song ‘with such things as sea-chanties,

counting-out rhymes, and the like'. (78)

(78) Harding, ®The Rhythmical Intention in

Wyatt's Poetry", p. 97.

—

It was a tradition which was to reassert itself with the

appearance of the madrigal; Miss Ing having noted for



us "the madrigal practice of allowing a wheole plrase

to constitute a rhythnical unit" which "must not be
broken down if it is to satisfy the ear" (p.136). A
similar practice seeiis to inform many of Wyatt's slighter

lyrics, as for example the follo?ingz

wyth seruig still
this have I wone
for my goodwill
io be vndon

i
; D 156

nyme §
and
At moost myschief
1 suffre greif

for of relief

syns 1 have none etc,

E 53

Such verse has never, of course, presented any rhythmical
problem. As it standsvit is successful enough by any
standards, but its success is hardly remarkable., This
kind of verse, assured though it may be, is limited
principally by the exigencles of the rﬁyme scheme, As
has already been seen, the next step towards greater
frecedom of expression is representéd by leaving every

other plhr.se unrhymed;
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To cause accord
or to aggre
two contraries
in oon degre ete.
B 82
Such a development produces the stanza es it is to be

found in E;

To ceuse accord or to agre

two contraries in oon degre
and in oon poynct as semeth me
to all mans wit / it cannmot be

it is impossible.

In longer lines, such as those of the Psaims for instance,
it will be found that only ome in three of the phrases
carry rhyme. But whilst this picture of the comnstruction
of verse shovs the early«Tudor poet's verse nroblems in

a new light « no longer 1is he seen grappling with a
changing pronunciation which made it difficult for him

to count his feet - and helps us to overcome the .
difficulties encountered by more classically-minded
prosodists ‘such as Dr, Tillyard, nevertheless it does

not establish Wyatt's interest in rhythm as anything

more th:.n academic.
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However, although Wyatt's ability as so far
d.acéibod ﬁay.b; thought‘prinarily toc&nical it 4=
such as, linited as it may be in some respects, finally
developed with Wyatt into an inte: ral fumction of the
matter of péetry. In his mature verse the paqsing
rhythm has. as 1t'haa in Donme, a functional purpose
as part of the enactmeni or dramatié realiaation':t
certain attitudes téwarda life, it seeks, in Puttenham's
words "to inueigle and appasionante the wmind", {1t
“"inuegleth the ifudgement of man, and carieth his
opinion this wa} #nd that " . (p. 8). The lover's
complaint, for oxampio. is mot one long tale of woe
to be recounted in flowing and overflowing iambic
pentameters but a passionately apprehended situation
An’zgich the subtleties, the intricacies, the tactical

changes in tone and, hence, in a; proach, the character-

iastices of persuasion, are created by the pregnant pause}

It wmay be good like it who list

but 1 do dowbt who can me blame

for oft assured yet have I myst

and nov again I fere the same

The wyady wordss the les quaynt game
of sodem chaunge maketh me agast

for dred to fall I stoad not fast

E 22.
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One is reminded rather forcibly, I feel, of "The Good
Morrow"® in tryih; toiintorpret’the rhytﬁm of this |
particuiar poem and the reminder is not irrelevant}
the inner grip upon the dramatic moment is enacted
after the same fas ion and reveals itself in the same
ehequered rhythm, To Saintabﬁ;y "the strange turns
and twists" of such verse is only a symptom of "a
total want of ear®™; but this shared characteristic is
a pﬁrt of what is meant by saying that Wyatt and

Dénne belong together in observing certain atandards.

e .
The step which Wyatt takes is, I think, such a

step as we are only prepared to associated with a very .
impoftant poet, However, a great de:]l of Wyatt's verse
is in various ways and Qith varying degrees of success
an aftempt at such a step forward and until the step

was taken the production of great poetry was impossible,
Wyatt disciplined and extended English poetry as it was
not to be disciplined and extended again for many years
to come and, unlike Surrey, he did it without devital-
iiing its This is Wyatt's real successi he took
control of English.verse when no one else could and

he did so not as an exercise in the courtly love
convention or in translaiion but as a means of expressing

the unceptainties «f 1life at a point which at the time
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might well be clained the centre of English civilise~
ation, nanely the court of Henry V1lith, The cripi;:
of cousciousmess was to pass and men were once again

to bhe absorbed in the less urgent and more cultivated
concerns of ¢ourtly life; literature was to be
undertaken as a plamainghyxercise. verses were to be
;ovingly polished ﬁnd ornamented with the figuresj
Elizabethan court poets were to be courtiers first and
poets only 1n;proot of thgtt courtlinoas and culture.
Not until the death of Cynthia was English poetry going
to become as vital as it had been with Wyatty thén with
the maiﬂrc work of Shakespesre and Donne English poetry
was to break away frow Elizabetian cultivation and, in
a new crisis of consciousness, reassert the power of

English speech.
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Chapter Five

The Dramatisation of Verse

Once the essential connections between Wyatt and

the early-seventeenth century have been an;reciated

there remains little room for criticism of Wyatt that

does not acknowledge the supremacy of the rhythmical

principles honoured by Shakespeare and Donne, For

whilst

(79)

It is true that exceptional polish of
simple metres may represent one form

of literary sophistication, as in Dryden
and Pope, «., advancing skill and
conmmand of languange may equally lead

to increasing irregularity, as of course

in Shakespeare. (79)

Harding, "The Rhythiical Intention in

Wyatt's Poetry", p. 93.

in such cases different kinds of rhythmical principle

obtain and it must by now plain that those of wyatt
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are closer to those of Shakespear than to those of
Dryden and Pope. That these are the principles
applying in general to the early<Tudor period can be
seen from the character eof the work of lesser poets
than Wyatt. For all the glumsiness of Barclay's
"The Ship of Foola* ( & poem too easily dismissed by
Dr. Tillyard), im it may be found to the full that
quality of animated gosticulation which is the dramatic
essence of:.the speaking voice, The very presence of
rhythmical uncertainties serves to give the poem a
polemical dynamic which requires explanation before it
is possible to understand fully what is beingylost as
a result of Puttenham's "new ingegtions", Howo#er, it
must be admitted that "The Ship of Fquls" is lacking
in the subtlety of control which is e#pectcd of great
poetry. If 4t is precisely the fuéion of these three
elements subtlety, control and animat:d gesticulation.
which we p;rceive in the finest achievements of later
verse we are acknowledging the importance of the
standards by which Wyatt's poetry has to be judged,
+edy be
1t was Wyatt who disciplined the kind of

clumsy but vital verse which is associated with Barclay



and Hawes. He is ome of those poets mentioned by

Miss Ing whose

(80)

In Wyatt

habit of composing music, and writing
verse, in phrases and lines rather
than in bars and feet is, in fact,

of the :reatest value in helping us

to understand English metres, (€0)
Ing, Pe 198.
by
M
the phrasel rhythms are always unimpeach-

able and limes such as the following - which are identified

a8 lines by enderhyme and alliteration «

Sum tyme 1 afﬁhe sumtyme I syng
A€,
sumtyme I laﬁghe sumtyme mornynge

the

s.¢®
as one in dowte thys ys my ssayyng

have I dysplesyd yow in any thyng

D 30,

assume a correctness which might easily be miataken for

that of 'fit quantity of syllable', but which in fact

arives from the phrasing of the stanza. Thus lines which

on first sight aspear unmanagable, such for instance as
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Like to there vnmesurable montayns

is my painfull lyff the burden of 1Ire

for of great height be they: & hi:h is my desire
and 1 of teres : and they be full of fontayns
Vnder Craggy rockes they have full barren playns
herd thouEﬁTEE in me : my wofull mynde doeth tyre

E 34.

will present no difficéii§, deznite the absence of

1fit quantity of syllable', once we attend to the rhythm-
ical phrasing, once, that is, we stop trying (for
example) to treat lines three and four as continuous,
What Miss Ing has writtem of pouetry influenced by
madrigal music is as true of the lines above, and,

indeed, of & great deal aof other Wyatt poetry:

deliberate reading is essential if the
riiythmical quality of this verse is to
be feli: there must be world énoush
and time for the phrases to spread and
settle into a division of the vwhole
duration of the poem, which will reveal
that their temporal position is
controlled and deliberate. 1In fact,
this poetry must be spoken abd heard

with cere bquizalent to that with which
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(81)

music is sung and heard: then natural
treatment of the stressing of the words
will be found adequate to indicate
rhythmical phrasing as sure and satis~

fying as simple feet, (81) T

‘::r S T

Ing, p.129.

We know that Puttenham felt the rhythmical cuality of

such ver=e and e must, therefore, be chief witness

in its defence. His remarks are closein spirit to

those of Mis: Ing, but they arc¢ even more explicit

and offer us 2 valunble clue g8 to how Puttenham read

the English
measures he
He prefaces

intelligent

poets, empecially those of the past whose
knew were not those of the new proseody.
his remarks with some observations on

speech in general.

There 'is no greater difference betwixt
ciuill and brutish viteraunce then
cleare digstinction of voices: oand the
most laudable languages are alwaies
most plaine and distinctitand the
barbarous most{ confuse and indistinct:

it is therefore requisit that leasure
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be taken in pronuntiation, such as may
make our wordes plaine & most audible
and agreable to the eare: also the
breath asketh to be now and then releeued
with some pause or stay more or lesse:
besides that the very nature of speach
(because it goeth by clauses of seuerall
construction & sence) reqguireth some
space betwixt them with intermission of
sound, to th'end they may not huddle one
vpon another so rudely & so fast that
thl'esre wmay not perceiue their differe

(82)

ence.,

O T

(82) Puttenham, pp. 7%, 74.

Even after we have learut to read wyatty, to eulo:iise
his success would be as misleading as to deny it,
Technically it was both tremendous and elementary, as
all fundemental achieverments are, at least to our hind-
sight. As was intimated earlier, the success had its
shortcomings, mainly 4n the rather metronomic rhythm

which is encouraged by the phrasal construction of verse,
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The 'tigketock'! of the phrases «

Sum tyme I syghe sumtyme I syng etc.

-= frequently gives to Wyatf's lines that see-sawing

{
qurlity which Professor L.C. Knig ts has coumented upon

in Macbeth ("Cannot be 111: cannot be good").(63)

-

(83) L.Cs Knights, "King Lear and the Great

Tragedies ,® 4in The Age of Shakespeure

(ed, Boris Ford, Pelican Guide to Engl@yﬁ

Literature, 1955), p. 230,

. e i S S

Yet this see-saw, wliatever ;ay be its drouwbucks and
limitations as now revealed to our hindsight, demon-
strated the possibilities of balance and control within
the turbulgnce of Engli-h speech, These possibilities
can be expressed in a principle, one which is active in
much of Wyatt's poetry: English speech emphasis

.
conforms to a principlz cf rhythmic displacement, In
speech, that is to say, we use emphasis as a means of
allocating special significance to a word or a phraso

with the result that ewphasis fluctuates with meaning,

Ultimately, therefore, a decision as to the rhythm of
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a line or stanza is also a decision as to the import
of the line or stania. This wractice has slreandy
been invoked in examining the lines from "Eche man
me telleth" witﬁ which Dr, Tillysard experienced some

iR
difficulty, And in "It may be good" the sece=saw =

It may be good / like it who list

but I do dowbt / who can e blame

(the virgula has been added in order to emphasise the
break in the line) « although still basic to the
orkauisation of the poem is no longer a simple rhythme
ical device but is being used to create the movements
of self-debaie nud hesitation which are so much a part

of the purport of the poem,

So, although attention has been largely concentrated
upon vhat might epsily be thougzht of as “yntt's“technical
success, there has been, I hope, more than a hint that
the technical feat instituted radically new ways of
handling language material. Wyatt, amongst other things,
showed not merely that discipline could be imposed upon
the rhythmical kesleidoscope of our language, but also
.gives evidence in his work of an understanding of the
manner in which language imposes a‘discipline of {its

own upon t 8 poet., He is plainly working with and
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not against the grain of the English languageaﬂ‘&hatu
in other words, Wyatt discovered, at least in practice
(which is all that is of concern to us), was tﬁat the
English language is an active and not a sleeping
partner, one wh%ch demands due respect for its own
innate characteristigs. and his verse is an attempt

(to put it no higher for the present) at, to use a
pitrase from Daniel!, "such a verse as best comports

with the nature of our language.” with a poet in

the language such as Shakespeare it is hardly necessary
to stress the point that properly understood the
English language can perform feats outside ihe reach

of any other art material.jSut (precisely for that
reason) no artistic failure can be quite so devastating
as that which resuits from the absence of the Shakes-
pearian-like iﬁtélligence. We find an example of thaf
kind of intelligence - a crude example perhaps but

capable of making the point clearly and forcibly for

that very reason « in the lines

My galy charged with forgetfulnes

ﬁhorraﬂgh sharpe sees in wynter nyghtes
| dosth pas

twene Rock and Rock
E 29.

- 196 =



In this way Wyatt's poo@ry at its best becomes much
more than a poetry dt statemonf‘;ﬁd descripfiﬁxr it
becomes a pootry of enactment.sz;amatic ﬁoetryt

here with the rhythm of Wtwene Rock and Rock" emulating
the pitch and toss of the galley, providing a mental -
image pf;tha movement f;t inveigles the mind'. We have
seen that rhythm is used to the same affect in "It may
be gooed", there to create the shifting attitudes of
wental debate. In such gases as thcie emphasis is

used as

afqumlity of sveech rounds which can
indicate with remarkalle accuracy an
order of syllable- ruve«liﬁg a ?hythmical
structure in the nind's ear of poet and

(84)

reader,

(84) Ing, p.193.

Attention to the latter poem, "It may be good", shows
how essential to the total import of the poem this
creative function of the rhythm is., It preszents us

with the movements of »a mind
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that seketh to accorde two contraries
and hope still & nothing hase
imprisoned in libertes

E 22,

The assurance and cort-intx with whigh the alternations

of doubt are created is what makes the paradox of the

poen -

Assured I dowbt I be not sure

= dramatically present, It is in vain that we search
thféﬁgh Surrey for some evidence that Eo possessed this
kind of ability: Surrey's option forttmoothness and
elegance Lad allowed him to solve the rhythmical

problems that confront all truly serious poets on the

cheap.

By and large, what is true of Surrey is true o
- L h
ti;e Elizabet’::ns in scner«l, under the influence of
Lo : Lo |
alien modecls ithey opted for on inflexile, mechanical

regularity. The critical concern to draw up a book
of rules for versifying is an eloquent testimonial to
v 1

their essentially decorative and baroque interest in

the problem of rhythm. Something of this interest can
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be eulled from such works as Gascoi:.ne's Certayne notes

of Instruction concerning the making of verse or ryme

in English (1575), Spenser and Harvey's Three Proper
and Wittie familior Letters ... Touching the earthquake

in April last and our English retfourmed Versifying and

Two other very cormwendable Letters of the same men's

writings (1580). The béginning of the next century

saw the appearaunce of Campion's Qbservations in the Arte

of English Poesie (1602), an attack upon rhymed verse

which called forth Daniel's spirited reply in Defence
of Ryme (1603). It.:;uld be argued that the concern
which such works reprasent arose out of the recognition
of the inadequacy of earlief Frelish verse, But such
an argument would be grounded in a misunderstanding of
the nature of 'the problem of rhytﬁm’. It is one of
the contentionsg of the present argument that 'the
problem of rhythm' is an individual problem arising
from the poet's concern to make his poetry vital, that
is to say to make his poetry a complete articulation

of those situatioms and experiences in which he, the
poet, is most completely imvolved., The overshadowing

of this ;roblem by a concern for rules and rogulstions

results in a facile easiness of movement which was
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readily elevated inte decarumes Rule prescribing appears

to have been quite a pastime with Eligabethan poets.
' - i

s

Spenser writes to Harvey blxing him that Sidney and

Dyer

(85)

And Puttenham

haue by autho(ri)tie of their whole
Senate, prescribed coertaine Lawes and
rules of Quantities of English sillables,
for English Verse : hauing had therof
already great practise, and drawen mee

to their -faction, ‘°o7)

AR e s "

iTvvo Other, very comnendable Letters,®

in The Poetical Works of Edmund §genser

(ed. J4Co Bmith and E. De Selincourt,

G‘fﬂrd‘ 192“). P» 6350

enquires,

If ... Art be but a certaine order of
rules preseribed by reason, and gathered
by experience, why should not Poesie be
a valgar Art with us aswell as with the

Greeks and Latines, our language admitting
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no fewer rules and nice diuersities

then theirs? (86)

SRR s

(86) Puttenham, p.S5S.

This overshadowing of Art by rule-gathering is itself
consequent ujon the loss of a creatively intelligent

grasp of siturticns and experiences,

This difference im vitality (grasp upon life,
ieee situations and exgeriences) between wyatt and his
Elizabethan successors makes itself felt ify, by way of
illustration, it is considered as a di:tinction im
attitude towarde a common, indeed almost traditiomal,
experiences This 'experience' may be characterised
for us by what may be termed an ‘inset complaint' in

Lydgate's "The Complaint of the Black Knight" (lines

218-224) (87’:
(87) in S8keat (ed.), Chaucerisn and Other
Pieces.
AR




The thought_o?prosaed with :nward sighes sore,
The painful 1lyf, the body languisshing,

The woful gost, the herte rent and tore,

The pitouswzkere, pple in compleyning,

The deedly face, lyk ashes in shyming,

The salte teres that fro myn eyen falle,

Pareel declare grounde of my peynes alle

Wyatt need have gone no further for a model for the

poer: from which the following stanze is taken:

The restfull place Revyver of my smarte
the labors selve imeressyng my sorow

the badys ese And trobler off my hart
quieter of mynd And ﬁy vaquyet foo
fforgetter of payn Remembryng my woo

the place of slepe wherein I do but wake
Be aprent wt teres my bed I the forsake

p 25, (88)

(88) |
But, of course, behind ail this is Chaucer. See

his "A Complaint to His Lady":
Alas! whan sleeping-time is, than I wake,

whan I shulde daunce, for fere that 1 quakej

(lines 54, 55 etc.)
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Wyatt returns to the tlieme asain in No.1%41

Muir.

antt enhpnces the posture, which Lydgate would have
called 'disese’ by transforming an inventory of woes
into a seee~sawing of antitheses and thereby coing beyomd
an accumulative dermcription of disquietude of mind to
reveal the predic.cent from which this springs and teo
which it gives incrensed significance., It is difficult
without seeminyg pretentious to describe the predicament
in words other than thoase of the poem -~ expected
relationgiips give way to their contraries, the very
source of ease and rest becomes a tormenting rebuff
transfor-ing each thing into its opposite, It may

be noticed en passant that Wyatt's stanza takes a

roughly similar form to that of Lydgate both in the
use of the 'sec=~saw'! and im rhyme scheme,

¢

The ex. wples which: follow all, morc or less,
| ‘
revert to the simplicity of lydgate and as a consequence

we lose that :ri; upon thewﬂerplexity of a situation

which involves us in the poct's disquietude of mind, in
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its place we find a loose hold upeon certain steeck
matortél. In the following lines from Southwell's
H"Saint Peter's Complaint? the disquietude has been
replaced by a complasent apostrophey Experience to
Southwell, one feels forced to conelude, had in this
instance none of the complications which makes life
such a constant source of perplexity to most people,
or at least if it h;d this is not to he allowed to

coaersen the balm of rhetoric.

8leepe, deathes allyet oblivion of teares:
Silence of passions: balm of angry sore:
Suspence of Joves: securitie of feares:

¥Wrathes lenitive: hartes ease: stormes calmest

shore:
Senses and soules reprivall from all cumbers!:

Benumming sgnce of ill, wi th qiet slumbers,

It will be noted that, despite the sa::e phrasal use of
rhythm, the predicaiwent so essential to the affect of
Wyatt's lines has disappeared, gone are the antitheses,
and what for Wyatt was a turbulent but vitally
apprehended situation has become, quite literally, an
itinary of nemesise. What we discern in the reaminder

of the examples is the complacancy of Elizabethan

rhctor.'lc .
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Sackville's wellnknown'"lnduction" is an early
but, for all that, o standard product of Elisabethan
complacancy. Stanza 42 is hardly to be distinguished
in spirit from that of Southwell (above) which it so

closely parallels both in subject sand diction.

The bodia'a rest, the quiet of the hart,

The tréuailes ense, the still niht's fecere was hee
And of our life in earth the bctiter jart,

Reuer of sight, and yet in whom wee sec

Things oft that tyde, and oft that neuer bee!
Without respect, esteswin: equally

King Croesus' pompe, end Irus' pouertie,

The closest that Sackville comes to a perception df
exyerienée which mi:ht ruffle the placid structure of
his111nes ims that saight suggrestion of ;aradox in the
reference to sleep as "Reuer of sisht, nnd yet in whom
woe see", but it is only on srtful flourish to be

R S
rounded off in the line which follows,

Even in what must be one of the better poems of
the Elizabgthan period we near the vital svpark of
experience raiher through a kind of reportacc which

makes demands upon our sympathy than through an act
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of creatiom and direct apprehension:

Come, Sleep, O Sleep, the certain knot of peace,
The baiting~ploce of wit, the balas o0f woe,

The poor man's w‘alth, the prisoner's release,

The indifferent judge between the high and low!
With shield of proof shield me from out the prease

Of those fierce darts Despacir -1 wme doth throw.

If S8idney's lines (from sonnet xxix, "Astrophel and
Stella") are saved from the utter complacancy of

{

Southwell's or Sackville's it is by the sincere, but

<

easy, appeal to ouriéympathies contained in the last
two lines. Sidne;ﬁ; "Desﬁair” is there as a compliment
to Stella, it does not identify the range of experience
intorming the poem; a coérﬁe complimahi, in fact,

|
since it lacks that kind of backing in the poem,

It may be objected that the grestest Elizabethan
poetry c¢scapes the baneful cenfines of such inertia.
This may, ef course, be a matter of definition, but
it can only be discusaed in terms of specific works.

It will be noticed that once the rhetorical cue (Sleep)
is given, the possibilitics of escape from the dead
weight of complacant rhetorie seem to be denied even to
the very groeatest Elziabeihan poet:
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Methought I heard a voice cry 'Sleep no more}

Macbeth does murder slecp'

Would Shakespeare be able to 1esist the tremendous

temptation to insert the stock Elizabethan rhetgrical

apostrophe? Here at this tense and troubled moment

Macteth's mind Lccomes inexplicably slack and slips

into the

(89)

welleworn groove:

the innocent sleep,
Sleep that knits up the ravell'd sleave of care,
The death of eaech day's life, sore labour's bath,
Balm of hurt minds, great nature's secomnd course,

Chief nourisher in life's feast, (&69)

Cf. Polonius's lines in Laulet, Act 2, scene 2,

line 86 et _seqq.

to expostulate
What wajesly should be, what duty is,
Why day is day, mnight night, and time is time,
vere nothimg but to waste night, day, and time.
Therefore, since brevity is the soul of wit,
And tediousness the limbs and outward flourishes,

I will be brief,

The affect of these and of Macbeth's lines is
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much the same, Gertrude's btlunt coumand does

justice to both: "More matter, with less art."

—g——

We do not know vhose voice Macbeth heard, but it is
obvious enough th.t tle voice in Shakaspearé's ear was
that of Southwell-Sackville-Sidney. The passage from
Macbeth might nnat be éltogother out of place later in
the play when Macbeth relapses into the lethargy of

the lines beginning

Tomorrow, and tomorrow, an! tomorrow, (5.v.,17-28)
or those which begin
I have liv'd long enough (5, 11i. 22«28).

These asidc, however, Macbeth is characterised by that
sensitively r~levant response to slight nuances which

we assocliate particularly with Hamlet; as, for instanee,
when he enlarges the suggestions implanted by the witches,
a process mwarked by the portﬁrhed and troubled rhythms o

such lines as those beginning

This supernatural soliciting

Cannot be 111, cannot be good; (1.1ii, 130-142),
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and which have been remarked by Professor Knights (as

is noted elsewhere)., But in the apostrorhe on Sleep
Macbeth slips from this characteristic troubled
immediacy and directness of response into o second«hand,
indirect dilation om experience., The suggestion 1is

that once the cue, Sleep, has been given the pull of
Elizabethan rhetoric diverts attention from the mat;;r
in hand with a resultant less oif imncdiacy and a

breach of characterisation, Shakespeare's attention
has slipped aund, as a consequence, his grip has
slackened. It is, admittedly, a scrious charge to level
against Shakespeare, but to be preferred to the equi-

vocations (Macbeth's (hysteria® etc,) which might be

built into its refutation,

The sawme voice makes itself heard in Pletcher's

Valentinian, in the song which begins

Care-charuing Sleep, thou enser of all woes,
Brother to Death, sweetly thyself dispose

On this afflicted princej fall like a cloud '+

etec,
Here, however, the voice (compared with Macbetht?s) is
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soporifici the phrasing still recalls to mind Wyatt,
but the vitality, which has gradually seeped from the
experience in the course of a century, has now
disappeared entirely. Consequently we have poetry not
as the nervous yet vital energy it is in Wyﬁtt but as
a tranquiliser. Here at lesst the poetry of Fletcher

is decadent,

The above exomple maywell Lc ("euyht to be heavily
inclined to special pleading, It was, however, selected
because it provided the most striking parallels. It is
intended to intimate rather thaun to urovej; a rigorous
pro.f being ruled out gy the nature of the case., It
would not be altogether just, of course, to leave the
matter there, Sidney, for example, at least on one
occasion, proved himseclf capable of making rhythmical

excursions on his own, namely in the following:

I might! « unhapyie word = Once, I unight,
And then would not, or could not, see my blissej
Till now wrapt in a most inferu-1ll1l night,

I find how beayenly day, wretchl! 1 did misse,

The typical Elizabethan confidence éhd’ansy facility f;

here replaced by the hesitant, pausing rtythms of Wyatt,
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the¢ rhythms which arce later to be assogci-ted with Donne,

in particular "The GoodeMarrow™ ;

]

I wonder by my troth, what thou, and 1
Did, till we lov'd? were we not wean'’d till them?

etc.

We have come to expect such a perplexed freedom from
Donne and, of course, irom Shakespearec, but in Sidney
it ie remarknble, Perhaﬁi even uwore immediutélf than
Donne and Shakespenre Sidney's lines bring to mind
Hopkinss The comparison of Sidmey's fourth line and

Hopkins's

Wretch, under a comfort serves in a whirlwind

iz +hat, I svprose, springs instantly to mind. But the
connection with Hopkins is decper th:n that sugge:nted
€

C i
by the celfmcnsiizating "vretch" and lies rather in

the more genersl unensy and dietrihing rhythnm,

But where Sidney displays this kind of proxicity
to Wyatt be issovtside (what uiight he called) the
mainsfrenm of rhbvthmieal develonment during the sixteenth

century; his lines, that is tuv say, are no longer
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being nanipulated by "an exeessive feeling for mechanical

internal regularity®, (90)

(90) Puttenham, p.lxxii,

The more general development has already been illustrated,
it is what we find informing the work of Surrey and wore

ropresentative lines of Sidney such as

Queen Virtue's Court, which asome call
Stella's face,

Prepar'd by Nature's choiceat furniture,
Hath his front built of alabaster pure:

{
Bold is the covering of that stately placgz)

o R T

L

(91) "Astrophel and Stella'", sonnet ix.

whicbﬁin its obvious fisuﬁe-wam and high polish reveals
that conception of style agqérnamentation which is such
an essential ingrediént of bérodue taste and which Sidney
himself refers to as

that honey-flowing matron Floquence
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apparelled, or rather disguised, in a

courtaaan-l{ka painted affectation ...‘92,

R S -~ ———

(92)

Sir Philip Sidney, An_Apology for pPoetry
(in English Critical Essays, ed. F.Ds Jones,

1947). 9.49.

The moral objection to such affectation is, according to
hythorne, that
to flatter, glos, or 1y ... requyreth
gloriowz and ﬁ%inted specch wheragz the
troewth reedeth but A plain and simpull
viiersns without rlozing or fainins at

ai1, 9

(93)
wythorne, p,65,

L .
with regard to wWyatt, howédver, the cla«sic examples

of this degeneration of tadle are to he found in the
. 3) ‘ “
sorhigtications “yattt!s poems vore subjected to at the

hands of the editor of Tottbl's Miécellanx. The rhythmical

b;aﬁtyvof such a stanzn ns
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They fle from me / that sometyme did me seke
with naked fote stalking in my chambre

I have sene“;heim goentill tame and meke

that nowe are wyld and do not remembre

that sometyme they put theimself in daunger

to take bred at my hend & nowe they raunge

besely seking with a continuell chaunge

E 39.

is reduced by Tottel's editor to

They flee from ey, that soutime did me seke

' With naked fote stalkyng within my chamber.
Once haue I seen them gentle, tame, and meke,
That now are wild, and do not once remember
That sometyme they haue put them selues in danger,
To take bread at my hand, and now they range,

Busily sekyng in continuall change,

Dr. Tillyard in a note to the poem (in his Selection)
has remarked upon the loss of rhythmical richness which
is brought about by thé regulurising, smoothing activity
of the editor. The rhythm of Wyatt's poem (which Dr.
Tillyard wrongly describea as "quite unlike that of any
other poem" by Wyatt) is, as Dr, Tillyerd (*ghtly

rc;;aarks .
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slow and halting in part, but full of

strange starta and surprises and on the

(94)

whole astonishingly varied,

(9%) 4y11yard, p.15s.

In its plece Tottel provides a mechanically regular
piece of relatively nondescript Elizabethan verse. The
taste which sppreciated the effort of Tottel's editor
was in essence the same as that which appreciated the
bulk of Elizabethan verse, just as the taste which
appreciated Dryden'’s Shsk espeare and Pope's Donne was
in essence the same as that which appreciated tis bulk

of eighteenth century poetry.

‘A similar distinction in tuste is to be noticed
between Wyatt and Surrey as we find between wf:tt and
Tottel's pditor. Professor Muir prints the following

stanza from a poem ascribed to Wyatt in Harleian M8.78;

Ffor as the flame by force»dothe quenche the fier,
And runnynge streames consume the rayne,
Even so do I my self desyer

Te augment my greff and deadly payne,

M 169.
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whilst in Tottel we find a very similar poem ascribed

_to Surrey which includes the stanza:

As fleme doth quench by race of fire,
And running streams consume by rain.
So doth the sight that I desire

Appease my grief and dendly pain,

Assuming that Tottel's ascription is correct, what we
have here is, it must be supposed, the outcome of
editorial activity upon Surrey's poem: Tottel's version
of Surrey's version of ¥Wyatt's =mtanzal! However this

may be, it is obvious th@t what we have is such a piece
of verse as that for which Surrey has been much
comiended by critics and scholars. Between the Wyatt
version and the Surrey version there is an almost total
difference in conception of rhythm: Wyatt's rhythms

are funetional, Surrey's mechanical. In the Burrey

stanza rhythm has become what can oenly be called

syneopation,
an excessive feeling for mechanical
internal regularity of a ti tum ti tum
pattern (95)
(95)

Put tenhawm, p. lxxii,
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The criticism of such verse is that it is simply an

aitward tuning of the speach reading mo
higher than th'eare and forcimg the mynde

little or meothing (96)

(96) Puttenham, p. 161.

whereas

the eare is properly but an instrument of

conueyances for the minde. to apprehend the-
(97)

sence by sound,

(97) Puttenham, p. 197,

The rhythm of the Surrey stanza allows no particular
distinction to any word or phrase, one follows another
with that amount of ewphasis required by the pucfornne
lated rules and no more, the rhyths is thus about as
subtle as that of a ticking c¢lock and remains impervious
to the demands of sense. VWyatt's stansa, on the other
hand, never permits the rhythms to dominate the sense,
significant words and phrases such as "I my self" in

the third line and "my" in line four receive a special
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heavy emphasis which serves to drive home the comparison
that is b;;ng made. The ‘voice' slips quickly and
smoothly across "Even so do" and is enphatically
arrested by the reiterated 'i' of "I my". This kind

of eiiphasis upon the personal pronoum is also to be

met with in Donne and Miss Ing's remark upon this
phenomenon although having reference to Donne will

frequently be found to apply in the case of Wyatt also:

It is surprising how 6ttcn the pronouns
occur 4in ppaitions reﬁuitins ictus, and
how easy it becomes +.. to give this
ictus, where prose reading would deny

1t. (98)

(98) Ing, pe234,

This may be ‘perhaps what we naturally expect of Wyatt;
after all it has generally been agreed th:t he intro-

| ducedia new personal strain into Engiish poetry. This

introduction is not the result of conscious cultivation,

In Wyatt the personal strain frequently resounds from

levels below that of consciousness and impresses itself
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upon the reader's (unconsecious) ear like a mnemonic
echo which, whem required, bursts into conaciousness
to justify the unumnlly heavy emphasis and, hence,
significance, we are called upon to give the personal

pronoun, I have italicised the echo in these lines

Like to these vnﬁeaurablo montayns

is my painfull 1yff the burden of Ire

for of great height be they: K hifh is my desire
and I of teres: and they be full of fontayns
Vnder Craggy rockes they have full barren playns
hard thougﬁzgz in et my wofull mynde doeth tyre

E 34,

Here the reiterated 'i' works f.r mor subtly than it
did in the previous lines quoted; imn fact, if it works
as subtly as I would maintain, the suggestion that it
works at all may well appear ingenuous. One should,

perhaps, never be conscious of such matters in reading
L 3D

for

Each unotion guides, and ev'ry nerve sustainsg

Itself unseen but in th'affects, remains.

wyatt's senseof the delicacy of rhythm and of its

importance in giving value to statements is what is lost
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to Elizabethan peetry as a consequence of its pre-
occupations with metrical polish. The conc;;; for
surface finish, smooth numbers, rich diction and
ornamental figures, suggests the seuse in which poetry
came to be viewed as a courtly exercise the aim of
whieh was to provide evidence of a gentleman's social
finish er polish. This, no doubt, serves to explain
something of the dressy and 'flashy' nature of so much
of ity Elizabethans, by and large, seem to have had
the same taste in literature as they had in clothes.
This last remark is no mere figure of speech, it
indicates something essentially true about Elizabethan
literary taste ~ it was dressy; they often thought of
a presentable poem as they .thought of a presentable
young woman of the court., As to the ostentations of

such a tuste Puttenham (in a rather lengthy passage)

leaves little room for doubt:

And as we see in these great Madames of
honour, be they for personage or othere
wis’e neuer so comely and bewtifull, yet
if they want their courtly habillements
or at leastwise such other apparell as

custome and ciuilitie haue ordained to



couer their naked bodies, would be halfe
ashamed or greatly out of countenaunce

to be sceen in that sort, and perchance

do then thinke thewmselues more amiable

in euery mans eye, when they be in their
richest attire, suppose of silkes or tyssewes
& costly embroderies, then when they go

in c¢loth or in any other plaine and ainp&o
apparell. Euen so canﬁgi our Xﬁ}sar
Poesie shew it selfe either gallant or
gorgiaua,zif any lymme be left naked and
bare and not clad in his kindly clothes
and coulours, such as may conuey them
somwhat out of sight, that is from the
common course of ordinary =peach and
capacitie of the wvulgar iudgement, and

vet being artificially handled must needes
yeld it much more bewtie and commendation.
This ornament we speake of is gluen to it
by figures and figuratiue speaches, which
be the flowers as it were and coulours that
a Hoet setteth vpomn this language by arte,
as the ebroderer doth his stone and perle,
or passeuents of gold vpon the stuffe of

a rrincely garment, or as th'excellent
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painter bestoweth the rich Orient
(99)

coulours vpon his table of pourtraite

vh

(99) Put tenham, pp. 137, 138,

Needless to say, this frivolous preoccupation with out-
ward finesse or effeminacy does not accord well with the
ethos from which gre.t poetry is likely to spring. We
can measure the change in ethos which was to take place
at the end of the century by the difference between,

say, Sidney and Donne and

to spoak in the same breath of Donne and
of the perfect Elirabethan is to become
aware of a profound difference between
the two humanists, a difference measured

by the contrast between Songs and Sonets

and the sonnet-sequences first set in

fashion by Astrophel and Stella. (100)

-

(100)H-M. Mahood, Poetry and Humanism (1950),

ppe 90, 91,
k . :

AR —— —_ip " ) . -
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But, as has been seen, there is st least one occasion
upon which we hear the ‘'great note' in "Astrophel and
Stella™ and on that exceptional cccasion it sounds in
the plain, unembroidered language and dramatic rhythm

of "It may be good" and "The Gocd-Morrow'",

It is no contention of the present .rgument, of
course, that Sidney, Donne, Shakespeare or Hopkins were
familiar with the work of Sir Thomas Wy:tt, although it
is probable that, with the exce; tion of Hopkins perhaps,
they were, Wyatt, however, was writing important poetry
and when later poets do the same their ork has a certain
family characteristic which associates it with Wyatt.
And

Wyatt's best poetival inventions (as I
see them) were totally ignored by his
own and 1mter generntions, and were

freshly discovered by Shalkespeare and

Donne

(101)H-A. Mason, Humanism and FPoetry in the

Early Tudor l'eriod (1959), p.191.
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In particular these poets treat rhythm as a living and
individual problem which can no more be solved by texte
book prosedy than can the problem of diction and syntax
by resort to a dictionary and a grammarj; in the words

of one of Sidney's sonnets,

those far-«fet helps be such

As do bewray a want of inward touch.

To create the natural rhythm of situation and attitude
which enables poetry to enact its values is scmething
expected of important poetry; Wyatt's poetry needs to
be judged after such a faaﬁion in order to be properly
éppreciated: its contact with speech is nart of what
is meant by referring to its life-connectedness, the
naturalness of its relationship to actual life which is
so forcibly present in its ‘conversational tone' and
its dramatic rhythm, It is now necessary to consider
more fully the life-connectedness of Wyatt's poetry,

its rhythm and its peculiar Englishness,
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Chapter Six

Metaphysical Preoccupations

Wyatt's interests are home-grown, mot ifmperted
eontinental, produce and the English setting has been
underestimated in the past, largely, no doubt, because
the poetry of Wyait's contemporaries and of his
fifteenth eentury predecessors has not been so readily
available as that of his successors, Tottel's
Miscellany itself has tended to arrest attention and
to suggest that early«Tudor peetry is principally that
of Wyatt and his fellowers. There is, of course, some
measure of similarity in this body ef poetry, there is
a limited set of steck sitnations expressed in a
coumon lamguage revealing coimon econcerns and showing
many sigms of beimng »a specially ‘tailored' or literary
language. Nevertheless, the debt to Wyatt upom which
the claims of discipleship rely has been greatly
exagerated, There must have been a great deal of
poetry coincidental with Wyatt's and although, as
Miss Foxwell has peoiated out (Study, p.122), he "seeus

to have had no help from English contemporaries®™, there

- 225 -



can be little doubt that he Rearnt as much from his
contemporaries as they did from him and at least a
probability that, being a far better poet than any
one of his contemporaries, Wyatt learnt more from them
than they did from him, We can observe without
ingenuity the proximity between such a piece of early-
Tudor verse as the following and that of Wyatt's
Psalwus,.
'O mercy, god,' quod ich, 'l me repent,
Caitif and wrecche in hert, in wille, and thought!
And aftir this shall be myn hole entent
To serve and plese, how dere that love be boucvht:
Yit, sith I have myn own penaunce y-sought,
With humble spirit shall 1 it receive,
Though that the King of Love my life bereyve.
And though that fervent loves qualite
In me did never worch truly, yit I
with all obeisaunce and humilite,
And benign ho;t. shall serve him til I dye:
And he that Lord of might is, grete and highe,
Right as h;m'list me chastice andvcerrcct

And punish me, with tres;ace thus enfect,' ‘102)

(102)3keat (ed.), "The Court of Love", in Chaucerian

and Other Pieces, lines 204-217,

- -
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It is not a local (hemce illustrative) proximity, but
one of tone, expression and situation uud_honco.
basically, of aftitude. By also observin@ that this
is an address to Venus's spoﬁﬁo we can appreciate the
continuity of attitude which gives th: love poétry and
the religious poetry a homokeno&y off;ntorest’ 1if is
this homogenetty whigh }ead-‘Hallett Smith to conclude

that Wyatt's Psalus are romantic:!

they form a series of complaints, not so
much for sin in general as for the’ traps
and tr:ommels of the flesh fom a covrtly
point of view, David is made the author

(103)

of a kind of de remedia amcris,

(103) Hallett Smith, "English Metrical Psalms
in the Sixteenth Centuwry and their
Literary Significance™, HLQ, 1X, 3,

pe 262, (May 1946.),

This community of interest is, sagain, scmething which

Wyatt shares with earlier Bnglish poetry,

The earlier part of The Five Joys of the

Virgin sese consists of praise which would
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be more appropriate if addressed to an
earthly mistréa-; and in another lyric
th; Virgin is described as ‘'pat leuedy
gent and smal' ... Similar language is
used with refcreﬁce to Christy for

example, in A ggring Song on the Passion
+s¢ the poet says his heart ies filled with

‘a suete louelﬁngyn;c «ss 81 for a loue
neve', who is Christ, Later in the same
lyric the poet returms to this theme and
expre=ses his regret that he cannot choose
Christ aa.his 'iemmon'; It is possible
that this use of the éhréseélogy of the
secular lyrics for religious purboses is
referred to in the passégo‘in The Owl and

the Nightingale in which the Nightingale
(104)

claims that she sings of churchesong,

"

(104)
BrOOk’ 91160

This community of interest, reflected in the¢ community of
phra:seology, wns to continue, It has frequently been

remarked in Donne's Holy Sonnets and it may have been

that it was with this specially in mind that Herbert



de€ided to cease writing poetfy since the only poetry
he felt worth writing, religious poetry, was blashpomous
(fortunately he changed his mind). The importance and
the prevalence of this confusion of sacred and profane

love has been well-considered by Valency. (105)

e

(105’M. Valency, 1In Praise of Love (New York,

1958).

RN i

Underlying the commom phraseclegy of love is the
profound theugh tacit realisation that love arises from
a seriocus and fundamemntal personal relationship, whether
it be betwveen man and woman eor betweon man and God,

This insight is not created but rendered more articulate
by the literature of amowr cqurtoisj the language of
profane love seens always (o have recommemded itself
to Christian writers as a means of expressing man's
relationship to God end with the emergence of amour
courtoig »that language was considerably enriched.
Thus although, as Hallett Smith has expressed it. VWyatt's
Pesalms "form a series of complaints, not so much for
sin in general as for the traps and trammels of the o

;

flesh from a courtly point of view" so that "David is

made the author of a kind of de remedia amoris" this
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should not obscure by religious pr judice the profound
humanity of attitude which is reve.led in placing the
love of man for woman on a level with the love of man

and woman for God,

There is in such poetry as that represented byh
the line;?quoted earlier a seriouaness of purport and
of attitude which was soon to slackenjy this slackening
is plainly related through a common shift of interest
to the replacenient of a necessary and instructional
drama by a drauma of lei;gre and entertainment, It i=m
not until we reach the new dramatically seriou- work of
the esarly seventeenth century that we again encounter the
sober assurance of attitude and steady assecsment of

man's equivocal situation which we find in Wyatt's

Psalms and which is revealed in lines such as 1y

My flesshe is troubled, my hart doth feare the spenre;
That dread of doath.bethdeath that ever lastes,
Threateth of right and draweth neare and neare.

Moche more my sowle is trowbled by the blastes
Of theise assawltes that come as thick as hayle
Of worldlye vanytie, that temptacion castes

Agaynst the weyke bulwarke of the flesslie frayles

- 230 -



Wheare in the sowle im grest perplexitie

Ffeelethe the sensis, with them that assayle,

Conspyre, corrupte by vse and vanytiej

Whearby the wretche dothe to the shade resorte

Of hope in the, in this extreamytie.
| M 201.

Here is a profundity defimitive of Wyatt's poetry at

its best =
»y e
‘ Wheare in the sowle in great perplexitie
rie : (106)

Ffeelethe the sensis

——

(106)

Cf. Eliot's, "Tennyson and Browning are poets, and
tHey tninkj but they do not feel their thought as
nimmcdiutely as the odour of a rose."

T.S. Eliot, "The Metaphysical Poets", p.117.

- and its affinities are with Shakespeare and to a slighter
extent with Donmne, although it must be added that on the

whole Donne's religious verse lacks someti.ing of the weight

of wyatt's .t its best,

Despite the difficulties of formulation it is
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Nnecessary to see the Englishness of Wyatt in order to
appreciate properly his impertence, In introducing his
selection of VWyatt's poeﬁg Dre Tillyard has remarked
upon Wyatt's relationship to an earlier English 'lyriec
tradition' and perhaps by taking exception to this
femark as trivial (although no doubt just) it may be
possible te begin to sketch in something of wyatt's
native setting., Dr. Tillyard's remark is triviel, 1
suggest, bec.use nothing that is essentially valuable
in wyatt is boumd up with the weightlessness of Bnglish
lyrisism} HeAe. Naggq has even asserted "that most eof
Vyatt's 'lyrics' are not poems at all.," (p.168) !
Haever, 1 have a distinction in mind here, which is not
usually made, between lyrical poetry and di@actic poetry.,
Many of the poems which Brook includes in The Harley
Lyrics I would class as didactic poems. The "Advice
to Women" (Brook Né. 12) I would classify with'the
advice poems we find in Chaucer and Lydgate and not |
with, say, "Blow, Noithognpywynd" (Brook Nos 14), "The
Cuckoo Song® or "Western Wind, when will thou blow",
When Wyatt is writing most probably for music (i.e. whem
his poems are most lyrical and carol-like) he is not, I
am suggesting, writing important pbe&ry. Thai Wyatt
does have roots in én English lyricgl tradition I have

tried to emphasise, but his success lies in the growth
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he represents and in the transformations which ﬁr
accomplishes. The Auﬁortanco I am placing u;;n didactic
poetry is, howovorlﬁnpalatab;o to some modern roadors,
historically Juaglfiod.' Puttenham, writing in the
middle of the sixteenth century, still placed the
emphasis upon the didactiﬁ when he wrote of "the chief

and principall"™ matter of poetry, firstly as

the laud honour and glory of the immortall
gods (I speske now in phrase of the
Gentiles.) BSecondly the worthy gests

of noble Princes: the ?emoriall and
registry of all great fortumnes, the praise
o vertue & reproofe of vice, the instruc~
tion of wmorall doctrines, the reuealing
of sciences naturall & other profitable
Arts, the redresse of boistrous &

sturdie courages by perswasion, the
consolation and solace of mankind in

all his trlg,ils and cares of this

tranaitor;e life. (107)

0
(1 7)Puttenha-. P«24. And Wythorne (c.1550),

who could himself "mak english rym" (p.167)

and who claims to have imitated and
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followod the early«Tudcr court poets
(p.iﬁ). thinks we should reserve our
aprobation for ditties "mad in the
kommendasion of vertew & reprehending

of vises" {pe157),

i

The final, non-did;ctic. group Puttenhaullatar treats
as triflés anao toyé. Thi- streas upon the importance
of didacticism does justiccto the Wyatfwihonc ach1eve~
ment rewains pernanent and who therefore has something
_ | vy | A
particular to offer the modern reader, this Wyatt is

s :
Tottel's "depe witted Sir_fhomau Wyatt". There is in
Wyatt a strong a;d "depe witted" didactic vein which 1
find charnctéristically English and which becomes more
pronounced (more obvious) as, at timﬁa hia poetry
swells to the amplitude of the earlier English narrative
poets., And although, generanlly speaking, Wyatt and
bhis contemporaries did not express themselves at any
great length, the d;ftorenco in bulk often appears to

be 1n th: nature of ah albreviation rather than in the

pature of a radically new departure.

Wyatt's poetry is not recognisably didactic by

statement and yet unlike many of his successors he
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certainly subscribed (im practice) to that view of
the poet's role which Barclay pays homage to in "The

Ship of Fools':

they laude vertue & hym that useth it rebukyng vices
with the users theref / They teche what is good and
what is euyll: to what ende vyce / and what ende
vertue bringeth ucA/.und do nat Poetis reuyle and
sharply byte in their poemys all suche as ar unmeke /
Prowde / Couetous / Lecherous / wWanton / delycyous /
¥rathfull glotons / wasters / Enuyours / Enchaunt-
rours faythe brakers / rasshe / umauysed / mniapart /

drunken / untaught foles & suche lylm (108)

oryre

(108)
Alexander Barclay (tr.), Ship of Fools (1509, B.M.

G11593), a.viii.

And the subscription, being evident in Wyatt's pre-
occurations, is not, as one may suspect when sim;lar
beliefs are later expreaz?d, a consequence of the need
to placate religiously nofiyated ati=-poetry cruxades,

The didactics only become apparent whem we cons der the

manner in which Wyatt inherited and extended the
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possibility of llnguistic control over the turbulence
of experience, This has already been revealed in the
nature of his interest in rhythmy, but there are other
factors to be considered. Por Wyatt, and this must be
frequently repeated and kept }resh in mind, experience
is essentially antithetical, it is governed by
diametrically opposed impulses and this assessment of °
experience has roots which stretch back into the depths
of christian medieval civilisation, it is the conflict
of good and evil, God and Devil, the eternal and the
transient, the ideal and the ,actual. 1In short,
experience is eveluated dialectically (but in an
Hegelian rather than a Marxian fashion); not that the
cleft in experience such as we have it created by Wyatt

conforms to that between any particular pair of opposites.

In considering thay#nharited character of Wyatt's
preoccupations, or at least.of some of them, it is more
felovant to note the situatiom in which the ‘poet' is
placed than the forms of any particular poem or group of
poems. For instance, such a slight poem (probably e

LJin

song) as E 70 is not without its English precedents,
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If chaunce assynd
vere to my mynde
be very kynd
of destyne
yet would I crave
nought els to have

but 1l4iff & libertie

Then were 1 sure
I uyEKT endure
the disple:sure
of crueltie
where now I plain
alas in vain
lacking my iiff for libertie etc.
€

-

This, as has alreiady been remarked, bears a self-evident

relationship to suxh a fifteenth century song as:

Alone walking,
In thought pleyning,
And sore sighing,

All desolate,

Me remembring
My deth wishing

Both erly and late,

- 237 -



Infortunate
Is so my fate
That, wote ye that?

Out of mesure

My lyf I hate
Thus desperatej
In pore estate

Do I endure., etc,
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