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INTRODUCTTON

f

William He Marsha 1] describes Lord Byron's copy of
Nicolas Boileau's works, the first volume of u“'ch on the
shortened-title page, carries the signature "Byron. Venice--.",
while the title page of the second volune bears only "Byvon".

o

Byron says among other things:

.

In regards to their writing, their times (the Avpustan Age

in England and France), and their faws, "no two avthors o o .
afford us so ccmpleis and happy a parallsl®, They wasre Horaces
and Virgils of Louis ané Anns. “Their poens will stand zs models

3]

end test of exesllence." They were for ar

the modern onss. They both reaped "laursls and acclau tion ¢ « o
showars of hisses o o o but the cnly advantage obtained over Pops

and Boilszau consisted in their snemies succecding

re

to everlasting fa me." And then:

"Of Pope must be said that he had more true sensibility and
native poetic mind in him than Boilean.®

This is Byron®s jwpression after a general reading of Pope
and Boileau. The purvose of this thesis is to coupare the authors®

. . Y

most similar works, An Essay on Criticism and LfArt Podtigue, by

analysing their contents, form,and imegery, and to draw pertinent
conclusions shoul the relative thematic and poetie qualities of
the works, as woll as zbout Popa®s vossible dopendence on, or

freadom fvenr, Deileau.

llhu 3'b1A X at. the end of the work contoins compleots
I » ' .
referoncs shoxt 1dcn51fynwr notes, 11“
nurbers inserted into the text itself.




I POPE AS BORROJWER OF THEMES

Uncenyinging Bvidonce

It has long been supposed that Povns's Essay is mainly beaead
O I 3 g, o

e ot

on Boileau's Art Poéticue. We shall huave to examine Pope®s ine-

A}

debtedriess in rvepards to the contents in sone detall.

Clark (p0 197) argues that one of the proofs that Boile aé
Popa®s model is his use of Bolleau's wnity devices by such words
28 "ﬁature”, "reason®, "good sense'; another cne would be Pope's
acceptance of Boileau's standvoint that rules may bz broken, as well

as the "tons of urbanity" as opposed to the Italian tone of “didacticism®,

With the rossibls excsovtion of the broken rules, which, however,

B

th woets,

(@]

Horacg also breaks, .the other "proofs" seem unconvineing. Bo
Boileau more than Pope, are didacts.

.
In econnection with “unity", speskinz of Pone, Andr2“{on. 218) holds
£ £ s I by

?

eS

the opvosite view: "In spite of the subtletly of his art, he ¢id not

d

aprinting on his subject

"'1

succeed, and he could not succead, in i
matter the unity which only an original jet of thought may assure.®
This is ons of his oroofs that Pope imitated Boileau.

In ny ovinion, nelther of the views 1s true, beczuse those
watchwords corie up in any clessicist criticism, and Pops's woik hss
a unity of its own: it is addressed to the critices. If Boileau's
work, addressed to posts, has a unity of its own, Pope's must have

too, sines Pope treatls meinly the game themss, only aprlies thew

to the crities, Audra destroys his own argument for Pope's imitation:

if Pope imitated Beileau extensively, as Audra af it, then

. :

2By, glish quotations from ths works in Fr c,xrh are in wy oui
translation. Audra and Williams, in the Pastoral Poetry and "in Essay
o e

on Criticism, refer to the nuwbsr of the verses “commented.,




Pope's work must have more or less the seme unity as Boileau's.

(%}

Equally uncouvincing is Clark®s argument that Pope, “the English

Boileau" (p. 191), at the age of twenty, when he wirote An Essa

.

could hardly have written "such a mature work" (p. 193). In a work
of art, a borrowed subject matter is less important than the poetie
touch the poet gives to it. On the other hand, there are other po§ts
who at an early age craated matu;e workse.

Neither is a conclusive proof thal Pope in his Esgay uses the
samé names which Jehn Dryden, on the request of Willian Sozme, ths
translator of L*Art, substituted for the French ones (Audea, ﬁ. 203).
In this way Boileau was "transplanted to the Enplish soil®. Pope
does not necessarily vse the names in the same relations: oy
shon'd graat Hemer 1ift his awful Head, [ Zoilus again would start
up frém the Dead" (46+u46§), which beeowss in Soame?s translal

"ot mighty Spenser raise his reverand hozd, [/ Cowdoy end Derhan

start up from the deagd® (10,~m1053) otherwise Pope's probzble souree,
as it will be shown later.

Pove's Own Evidence

Pope®s own admission is most impoxtant in tho guestion of imi-
tation. In comnsc bion with this, Audra's argument of Pove®s “thoughts
and rhymes retains =d by his tenzeious memory' ' (p. 215) is besids the

point, because it is unthinkable that a young asviring writer, who

b

had been imitating and translating with a vicy to learn, would have
relied exclusively on his memory, and would not have had Beileau,

such an important work, on hand when he composed An Fssay. There

are two very orobable possibilities. FEven to=day, and still wore in

the Dvuf wnen thore wore no ready thosauruses to help a strupggling



writer, an aspiring poet or novelist jols doun notes while he
reads, to serve him for his own writing. I Jjust cannot imagipe
Pope, eager to learn from others, not having done the same. And
moreover, L cannot imagine that he wbuld not have had on hand all
the books he might have congidered iwportant for his own topic; A
researcher inrany field does tho same; a translatoy does: he uses
reference hooks and all the previous transletions availeble, in ell
the languages he knows.

In S ence's Anesdotes (p. 278), Pope szid to Spence: A"dy first
taeking to imitating was not oul of wvanily, 7utihumility; I‘saW'how
defective my own things were; . and endeavourcd to mend my manner
by copying good strokes from others." Although "o cooy" here
probably means "to attempt to resemble", it so styongly Jnuj%aues
the main, practical wmeaning of the LUPO. I am sure Pope did no
consciously mémorize as he read, but made notes, By imitating
established writers, Pope proceeded exactly in the same way as the
Renaissance painters, who imitated their masters until they theu-

selves became masters. Modern schools of wrril .ing, elthough they

stress that yeu learn writing by writing, must nevertheless ba

(<}
o]

their teaching on the imitation of the best that has been writlen so

far.
It is of paramount importance for ths possibility of Pepe's use
of LfArt in the original, to establish his knewledge of Frenchs

By his own admissionghe had an imperfecst knowledge of the language,

but the fact is that he read French. He must have enjoyed the

.
b



reading, or he would not have read. In his letter to Bolingbroke

of April 9, 172L, about his reading

|'\‘)

of Voltaire's La Henviade,
he says: "It is but this Week that I have been well enough in my

2

L deserves

wad to read the Poen of tho Lsague with the attention i

¢ e v s I cannot oretend to Jjudge with any exactness of the R -
beautieslof a forsign Language which I undersiend but Imoverfectly.®

The statement, although a fact, méy reveal an exaggerated aun111uy,

sﬁch as also appears in An Esgéx. Pooe would not have read a French
origin: 2l if he hed not enjoyed it. He read "with the attention it
desorves®—wtrith the same application he learnt writing. If Pope

had usged to=day's technical linguistic termws, he might have said

that his knowledge of French was vather passive than activet he

it (written and maybe spoken, or both), but could not

i

understooc
speak it or write it. People read English novels witheut being eble
to vronounce f%n language: they may come rather close to nerfect
uwnderstanding if they ave more visual than sural types. Popa's
versistency in reading French wight afford svuch an indication,

An aural type, hearinz in his ears pronounzed what he reads, would

2 o

be decidedly dishesartensd by the irksome task, esvecially if of such
ectionist nature as Pope's. But notwithstanding the extent of
his savouring of a French work of arlt, Pops, bLocsuse of his oun
conviction that he understood Fror eh-imperfectly, very vrobal:ly used.
both the original and a translation of L‘*Art.

An interior, corroborative wvroof of the above, concerning

Pope®s probably defective promunciation of French, is his verse in



An Essay itself: "And Boileau still in Right of Horace sways"

(714). If "Boileau" 1s stressed on the first syllable, the verse

1

is a perfect lambic pentameter. To rezd it with the stress on the

second sylleoble would mean Lo zhuse the vhytim of the verse.

ER

Becauge the werd “still" should certainly be stresged in the line,

*3tre¥,

a trochee as the second foot wouvld hardly havea “raison d
A fluent speaker of French, howsver, woeuld not sacrifice the original .
accent of a French name. Pope proncunced "Boilezu" as any non-Fronche
spaaking Englishman would, with ths stress on the first syllsatle.

=) ¢

These general indications point to a hish vrobability that

=2 L < x
Pops used Boilesau; irdividual themes will substantiate them still
further. When talking about Popela advices, Audra is right to
state: Y30 to say, there are none which couvld not be found in

14

Boileau® (p. 228), but whether Pone borrowsd them from Boilesu oy

i~ 9 i
Horace, or even from other sources, is another question; an even

more impoertant one is what he did with them.

Boileau in Pope

Bacause both Boileau and Pope trest mainly the same subjects,

they must agree extonsively. In some themes, Pops might hovs need

- ES

either the original Art Poétique or some of its translations, as

well as Horaece's Ars Postica. So Boileau and Pope generally agree

ST e o s e T e >

on the question of tho "dark thoughts®:

<



-

dont les sowbroes pensdes
jours enbarvassées.

I1 est cortains Es plit.
Sent d'un nuage cpw is to
Le jovr ds la raison ne le sgaurcit percer.

Selon que nostre idée est plus ou moins obsgure,
Lfexpression la sult, ou moins nette, ou plus pare.

Ce quo 1%on congolie bien s'énonce clairement,

Et les mots pour le dire arrivent asisément. (i, 147-153)

‘- -t "j?e

dov; 't 28 more sglugbla;

i in vompous Words exprest,
Is Jiku a Clown in repal Purple drest;
For diff®rent Styles with diff’rent Subje
As several Gazbs with Countyy, Town, and

.
e:.';
H-
@
» )
o)
505
Q =
6 ¢
B

" The subjects are cortainly the ssme, but Boileau uscs the single

taphor of a cloud while Pope uses threce: "Prismatice Glass®,
¥{the unchanging Sun®, and clothes. Boilsau hiwself uses the metaphor

of clothes 2t the bzgimning of Chaant IL.
Both Boileau and Pope stress simolicity and modesty as the

{

preroequisites sine aua non of a writer: “Soyes simple avee art, [

Sublime sans orgueil, agreable sans fard” (4, 101.102); “But
whers's the Man, who Counsel can bestow, [/ Still pleas®d to teach,
and yet not proud to mowt" (631-632).

wayracterlstics which writers should

. 0

avoid. One of them is too great &n ambition. Thsse who do not
adhore to their own field, may experience a sad development: “Some

have at first for Wils, then Pocts past, / Turn®d Criticks rext, and

prov'd plain Fools at last® (36-37). Something similar happened to

Ronsard:
Reglant tout, brcﬁ?]1° toul, £it un art & sa mod
Et toutefois long-teaps eub un heureux dsstine

Mzis sa lusc en Fra: ; i parlant Grec et Latin,



Vit dans Ll'&ge suivant par un retouwr grotesque,

Tonber de ses grands mots le faste vedantesque.

Ce Polite orgusilleux trebuché do si haut . » « o (3, 124.129)
Boileau expresses the sams idea in general: "Hais souvent un Bsorit
qui se flatte, et qui sfaine, / Ybconnoist son genie, et s'ignore
soy-neme”® (i, 19-20).

There is a similarity betwsen Pope's "Some to Conceit alons their

Taste confine, [/ And glitt*rins Thoughts struck out at ev'zy Line"

~
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(289-.290) and Boilzau’s "La pluspart emportss
Toll jours loin du droit sewns vont chercher leur penséch (1, 39.40),

.

which idea Pope also exprosses in his vassags on t

e

¢ bizarre language
(30571, ).
The poets also agree on the harmfulness of jealousy:

Fuyez sur tout, fuyez ces basses Jalousiss,
es vulgaires esprits mﬂlig 108 i

Un sublime Eerivain nten D re A

Clest un vice qui suit la Hediocrité,

Du Merite &clatan ¢ Ywre

Contws luy chez ] apds incessament cabale. (iv, 111-116)

Q cr
CA
e
o)

Envy will Merit as its S

But like a Shadow, vroves t?u“'

For envy'd Wit, like Sol ; krnown
Th® covosing Body's fvaouc-s, L its own.
When first that Sua too noe 7pr;h1 Be displays,
It dr&ﬂg up Vapours which obscure L%\ Rays

o
¥
But ev'n those Clouds at Waot adorn its Way
Reflect now Glories,; and augment ths Days (

Howevey, how mueh more varied and powsrful Pope ’s expression is!

Some parts of An Essay voint to translation as the possible sourse,
When Pope was writing his work, there was William Soame’s translation
of Boileau's Art Poltique available, published in 1683 with John
Dryden®s changes and substitution of English names for ths French ones,

Jacob Tonson published it again in 1708, and suvpplied the above



information. There are many indications that Pope vsed the translee
tien. Boileau urges authors to study naturs: “Que la Natuye done
soit vostre étude unique, [/ Auteurs « o « o " (iii, 359-360), and
the humen heart, as a partl of nature: "Quicongue voit bien 1*Homme,
et d'un esprit vrofond, [/ De tant de cocurs cachez a penetré le )
fond® (iii, 361-362), In ofher vords, Boileau expresses the truth
that it is encugh to know one man to know basically all, altﬁouah
“La Nature feconde en bizarres portra / Dans chaque ame est
marquidc 3 de differens traits? (iii, 3( =370). Natureris SYnonyaous
rith good sense: "Aux déﬁens du bon senz gardoz de.plaisanter*"/
Jamais de la Nature il ne faut &%&carter® (111, hlﬁéhlb) and rsasont
"Aimsz‘donc la Raison. Que tofjours vos gerits / Ewprantent d%elle
seule et leur lustre eh leuvr prix® (i, 37-38). Simolicity iz in

harmovy with naturs: "Que ls debut soilt siuple et n'alil rien d%sf-

tate
ﬁd
(o)
o
4]
.

fecté" (113, 263). Pope exnressos mainly the same ide
] I3 . 5

Fivst follow Nature, end vour Judzment
By her just Stzndard, which is still Ul
Unerrine Nature, qtill divinsly bright,

Onz cloay, uncheng®d, and Universsl Light,
Iife, Foree, and Ec wiy, must to aill iwpart,

At once the qCU“Cf; and Erd, and Tast of Art.

Art froa the Fuad each just Suvoly vrovidean,

Works without Show, and ?-uhnht Ponp presides:

In sone fair Body thus th® informing Soul

With Spirits feeds, with Vigovr fills the whole,
Each Motion guides, and ev'ry Herve sustaing;

It sclf unseen, but in th' Effects, remains. (68-63]

Trerms
1€

Sanae

s N

These are the same idsas of nature ag light; synonymous to reazson and
good sense, supolier of life, foree and beauty, siwple, "witheut
Show, and without Porp", expressing "de differens treits". Audra

(pe 219) points to Roileau (i, 37-38), quoted ebove, as the source



10

for verses 71-72. Sozms translated: *"“Love Reason then, ard let
whato'er vou write [/ Borrow from her its besuty, force, and light
(37-38). And indeed, "beauty, forcé, and light" ars all iﬁ Povs®s
line 72, the last one a2lso coming up ss Pope's rhyme.

Audre (p. 210) also notices the similarity of Soame®s “ind afar
off hold up the glorious vrize" (1087)<=in Boileau: ﬁEt vous
nontrer de loin la courone et le prix" (iv, 230)--and Pups's
o, . learn'd Greeco o o o / Hdeld from afer, aloft, th! Dmuoeta
E%ize" (92-96). Ard the idea and the rhyms correspond indeed.

Anmong the conlenverary writers, so different from the Ancients,
there is much rivalry and strife. Pope says: "Now, they who raached
Parnassus® lofty Croun, / Empl&y their Pains to spurn some others

< S %y i WY ey + & 4 v B2 gt o9 8 LEAX
posing forces of "la Mediccrité" and "le Herite", says: "It

% le rebbaisser® (iv, 117-118). Soame: "Base yrivals o o o /
HMalicieusly aspire to gain renown / By standing up and pulling
others down" (971-974). Alsc on this voint Audra (p. 212) seens
to be right: the sawe idea and the "“down" rhyme indicate the prooéble
SOUTCE.,

Soame is surely the scurce of Pope's (Andrs, p. 211): "Nay

K3

shoutd great Homer 1ift his auful Head, [/ Zoilus again would stari

up from the Dead®? (LO4-LE5) with his “Lei mighty Spenser raice his
reverend head, / Cowley and Denham start up from the dead® (1052<1053).

Popz, however, gives his verses a critic®s twislt, even makes it an



11

antithesis, because Zoilus was Homer's bit tcr critic, while Soame
(in this case, Dryu sn) simply enumarates tho - poets whom he would
like to live again. Three I nﬁllsh names have been substituted for
only one French here: "“Que Corrsille pour lui rallument son audace, [
£53% encor lo Corneille et du Cid et d'Horace" (iv, 195-196), "lui"
being the Prince. The same rair of rhymes, however, are revealing.
Both Boileau and Pope think that to be a poet is a divine gift:

Cles® envain qu'au Parnasse un temeraire Auteur

Pense da 1tart des Vers atteindre la hauteus,

S?3il ne sent dv Ciel 1L%influence secrets,

Si son Astre en naissant ne 1fa formd Polte,

Dans son genie &troit il est tobjours cavtif. (i, 1=5)

In Pueuu as true Genlus is bul rare,

~m

Trve Taste es seldom is the C11t1cx°, Share:
oth must alike from Heav®n derive their Ligh
Bot) t alike f H d h Light,
hese born to Judge, as well as those to Weite. Llel8)
Tt b to Judge, a 12 th to Write (11-14)
Talents are divided svaringly: "Hature to &ll Things fix®d the
Limits £it, / And Wisely curb®d vrovd Man's oretending Wit" (52-
53) and "La nature fertile en Esprits excellens /[ S¢ait entre les
uteurs vartager les talens™ (i, 13=14). When we look a2t Soams's
Aut tager les talens" 13-14). W look at S
translation, as renrintad in the Carbridee Divden, YNature abounds
v - S
in wite of ever ind, n or cach authoy can talent fin Bell)
4 te of v kind, / And £ e»c&at\soxa’lct*‘zd“(l)lu)
there is net too nuch similarity, with the excevtion of ths commion
Vs .
idea. But Auvdra (p. ?10) quotes the same passage as: "Nature
to all things fix'd the 1imits it /[ And wisely curbed proud man's

pretending wit", which leads us clos or to Popa's rendering. So this

surely raises the question of which edition of Scare tranolﬁtwon

of Boilsau's Axt Poltigqua Pops used.



1

My quotations of William Sozma's trenslation of L°Arxt FPoétique

are from George R. Noyes's Poetics) Works of John Dryden, whileh

follows the edition.of the Art of Poetry of 1683. The publi hor
Jacob Tonson reorinted the edition in 1708 in The Annual [ iscellany

for the Year 1694, I haVb seon TOAQOH ; editions of the book of

1716 ard 1727, and they follow the same text as John Dryden, at
the translator's request (according to Tonson's advertisement

LN

preceding the Art of Poetry) revised it and substituted English

names for the French cames. The same text also appears in Kingloy's

Dryden and in Albert S. Coolk's Art of Poetry. Clark quotes from it

too. Bul Audra's quotations f{rom the Art of Poetry, as it has already

Ed

been sﬁown9 differ al sowe points. Audra (pa 213) also guotes:
"You can no church, no wmonastery chﬁse, / To shelter you from their
pursuing rwss", referring to the nersistent readers of their owm
works to other pzeple, which is in Noyss®s Dyyden: "There is
sanctuary yéu can choose [ For a dsfense from their pursuing Muse"
(912-913). The Cambridge (Noyes®s) text, following the translation
of 1683, is surely better: "sanctvary" stands for the pleonasm of
"ehurch" and Ymonastery”; and Boileau hims self has only "Temple".
But Pope repeats the pleonasm: "lNo Place so Sacred from such Fops
is barr'd, / Nor is Psul's -C‘urca more safe than Paul's Churcheyayd"
(622-623). It is rather safe to asswme thst Pope followsd, perhaps
in addition to that, a text partly different from the omne of 1683,
E Curll) published "“The Second Edition, Revis'd and Compar®d

with the last Paris Edition" of "The Art of Poetry

in Four Cantos®




13

in 1715, with the prefixed advertisement: ™*Tho gir William Soame's

Translation of the following Pooem, was in seoveral Places very well

done; yet the Diction of Poelry has been so much imorov®d since

his Time, that upon sirictly comparing this Piece with the Ori ’ﬁal,

it hzs been found eapablevof rmany Amenduents, nol only in the
Versification, but the Sense."
The advertisement, c¢leverly silent about the role of John Dryden,

£ 1

must mean the "many Amendments" done in the first edition of this

Y"Revis®d® Art of Peetry, from 1712, It eannot refer to the second

edition &s en ilmprovement on the first one, becazuse “the Diction of

‘91

Poetry" could not have bsen “so much lmprovt in that short period

of time from 1712 to 1715e But ﬁhe second part of thé advertisemsnt,
"In this Edition are 11} swise inserted Classica) Relercness, arnd soms
curicus BExplanatory Hotcs, tekon from the last Paris copy of our
Authorts Works, publish®d since his Dzath by the Fawmous M. Renaudot,"
can refer only to the second English edition, since “the last Paris
copy" of Boileau's works was published in 1713. Hencs it is clear

that the vublisher, B. Curll, numbsrs only his own editions of the

Art of Poctyye Together with the Art of Postey of 1715, the 1714

edition of Boileau's Lutrin is bound, translated by J. Ozell.

In the same volume, the complets works of Boileau are advertised

published in three volumes from 1711 to 1713. The Axt of Postyy is
included into the flr it volume, which brings us very closc to
Pope's publication of An Zssay in 171). So {wo publishers, Tonson

and Curll, were printing thelr own editions of Boilezu's Art of Poetry,

the latter one with the "corvections® of J. Ozell (wresumptlous after



14

John Drydents touches, but at the time this may have not been so
J

aoparent). It seems natural that Pope would use a "Revis?d” edition,
" printed or. in manuscript, alone or together with ancther one.

Some instances intimate thalt Pope might have uced both the original
and a translation. So for instance, when Pope and Boileau advise
authors to study the Ancients (Audra, p. 219; Clark, p. 194):

KHOL vc]] each Ancient's vroper Character,
5 Feble, Subject, Scope in ev'yy Page,
RellglOﬂ, Country, Ganius of his Age. (119-121)
Conserveyz 8 chacun son propre caractsre.
Das Siecles, des Palls, étudiez les moeurs,
Les climcts font souvent les diverses humeurs. (3113, 112-114)
Keep to each man his propsy Character,

Of countries and of tiwmes the hwnors know;

~eg.

Fron diff{¥rent climates diff®ring customs grow.
(Soame, 538-540)

The "proper chgracter' is in a1l the three texts.

Something sinilar ap@=sars in the question of vroporticn and
haymeony, although heve too, we could go as far as ilorace (Mordo"™ in
line 41):

I1 faut gue chague chose y soit mise en son lieu;

Que le début, la £in, répondent
Gue dfun art délicat les pieces

'y forment qu'un seul toul de dix rties
Que jamais du sujet, le discours s'écartant :
N'aille chercher trop loin quelgue mot éclatant. (3, 176-181)

Each object must be fix'd in the due place,
And difffyring varts have coerS‘ﬁzdizg grace;
Till by a curicus art disves'd, we find
One perfect whols, of all tnn piecss join'd.
(Soame, 177--180)
Some Figures monstrous and nﬁﬂw“qbp‘d appeay
Consider'd singly, or bcheld too near,
Which, but provertion'd te their Light, or Pjuﬂo,
Due Distance rsconeiles to Form and Grace.
(Popa, 171.074)
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The thought is the same, and the rhymes betray the source (f)nw
p. 195) Pope again, has given his oun exp?ession 2 dynamic persnective,
made it his own, so thdt even the idea, let alone the rhymes,
fades into a relative insignificance. LC"dU“e Pove adﬁra«cés erities,
he formns his owm anglo:
A perfect Judze will read cach Work of Wit
ith the seme Svirit that its Author writ,
Survey the Whole, nor seek elight Faults to find. (233-235)
The treatmnent of the theme is similar in Boileau and rope (Audra
p. 218). "Un seul tout", "ore nerfect whole"w-although Pops does not
modify his "Waole" with "perfect”, he qualifiss his "Judgo” with it
Sozmae®s rhyme "find” is also in Pope.
Sorie addiﬁionﬁl passages may lead us both to Soame and Horace.
The problem of the breaking of rulss; for instance. %Thus Pezasus
/ Hay e o o [/ From quﬂﬂv Bounds with brave disorder vert, /
And snatcﬁ a Grace beyvond the Rezch of Art" (150.155). Clark
(ppe. 194-195) points out that the verses der’verfrom Soame's
A generous Muse may somstines take her iTlgnv

When, too much fetler®d with the rules of art,
Hay from her stricter bounds and limits vart. (93%-936)

tin
7l

In Boi]e&u's'own wordss
Quolquofois dans sa courss un esprit vigoureux
Trovp rezsserrd par 1l'art, sort des regles vrescrites, :
Et de 1%art mesme aporend & franchir leurs limites, (iv, 78-80)
Yes, the rhymes are the same, same sone other wordasg¥riay®,
“yulgar Bounds" instead o¢ Usiricter bounds®, “"Reach of Arid instesad
of "rules of art". Of course, Pope's expression is swifter-moving,

&

streazmlined. The verb "snatch? zctivates U It seems

g
@
<
o
L
G
@
@



16

howsver, that Pope drew from yet snother source in Boileau. Speaking

about the ods, Boileau says: "Son étile impstueux squvent marche
au hazard. /[ Chez elle un beau descrdre est un effet dg l‘aft“

(11, 71-72). Soame translated it: ey cenerous style at randon
oft will vart, / And by a brave discrdsr shous her art" (301-302),

$t, ot 1

Boilean's rhyme itself, "art" is taken over by Soame and Pope. And

Soame uses the sams pa2ir of rhymes in both instances, the same Pope

L,)

has in his own rendering. What is amazing, Pope has "brave Disorder

from this second guotation from Soams.

<

Boilsau is very consclilous of ths need for the variety of siyle,

Sans cesse écrivant vardies vos discours.
Un stile trop ezal et toljours uniforma,
3

En vain brille & nos youx, il faul qu®il nous endoyme,
On 1it »eu ces Auleurs nez pour nous ennuyar,
Qui tolijours =ur ua ton sewblent psalmodier., (i, 70-74)

In writing, vary your discoursse and phrass;
A frozen style, that nzither ebbs or flous,
Instezd of pleasing, makes u gb)u and doze.
Those tedilous authors are esteem®d by nons,
Vho tire us, hummaing the sams heavy tone

o

s
te
,5\

(Soame, 70..71)

But in such Lays as neither ebb, nor {low,
Correctly cold, and regularly low,
That shunning Faulls, one guiet Tencur keep;
We cannot blame indsed--bul wo may sleep.
(Pope, 239-242)

Pope's "neither ebby nor flow', a correcled version of

Yneither ebbs or flows", is revealinz; as well as the vhyme "flow";

not to spsak aboult the idea, which is; however; also in Horace.
It is Pope who brings forth exactly Horace's thoug!
U .

dueit culpae fuga, si caret arte" (31)=-"Shunning a faul

{H]



a sure proofl

to error, if thers be lack of art". This seecns rather

that Pope used for the writing of An Essay both Scame and Horace,
Butl in studying Boileau, Popes did not limit himself only to

It s=2ems he studied all the works of Bollea
But it

fte

[

LfArt Podticue,
Both Boilezu and Pope have similer idsas agbout nature.
different channels.

they might have come to them throug
¢ssida, John

true,
Treoilus and Cres

Preface to

many men are shocksd at the name of

In the conclusion of his

Dryden says: " o . « because

rules, as if they were a kind of magisterial prescription upon pozts,

I will conclude with words of Rapin, in his reflections on Aristotle's
iered, we shall find thgm

work of postry: F*If the rules bs well conside
to be made only to reduce nature into methed . o, 146).
-ation for Dryden, it is almost

sure that his

Because of Pope's adn
from this source.

Nature to Advantags

c-(;
tate
Le]

Bllature Msthodized" (8%) conmes
as Pope says:

oft was Thought, but ns

kes a work of art, "True Wit
drest, [ Whai *er so well exprest® (297.
same thoupght which Doilleau expresses in his Preface:
une pens€s qui a 4l venir

98), the

M)

" e ¢ UNC p’anSé@ NEUVE o o o ost e e ¢

<

st o

stavise le premier d'sxpriner.

3 tout le monds; et que gualqufun

Un bon mot n'est bon mot qutun ce qu’il dit une chose gue chacun
pensoit et qu'il 1'a dit d'une maniere vive, fine et nc uv°1ﬁe

(pp. 1=2).
3 heve bestfolloncdrnutLu, therefere, both

Boileav (iii, 295-308) and Pope (124129, 130-140, lb) 194) enter-
tain the same s steen for thsﬂ. should imitate tham.
C?) voints at the case of Longinus, aboul wiom Pope

lodern writors

1 74
Clzrk (pe 1



"And is himself that great Sublime he draws" (680), while Boileau in

his Traité du Suvblime stresses: "Souvent il fait la figure qu'il

enseigne; et, en parlant du Sublime, il est lui.mesms tieswsublime"
(pe 333). This source ms to be clear.
The presentation of the problem of rhynss leads also to Pope's
reading of the rest of Boilesu:
Whers-zler you find the cooling Western Breeze
.In the next Lins, it w WNWSOCEE thru‘ _the ches~
:a'

It C*'vstal Straams ¥ o DL 3% Y 8D,
The R teader's bnre:;tsn‘d (not vain) Witn suoao (350-353)

Although there is nothing coriasponding in L'Ayt, a very similar
treztment appears in Boileau's Satire II (Clark, p. 196):

Si js lollois Philis, En miracles feconde,

Je trouverois bisntost, A nulle autrs seconds.

Si Jje voulois vanter un objet Nonmpareil;

‘Je mettrols & 1%instent, Plus beau que le Sole

Enfin parlant toljours dgi32p2§§et d i
1z

e

v
L d

& .é—"

Cois 4

msac

De Chef=d’ocuvyss des Cieux, de

(G -
!,~LI
=
'[_l
o

7]

o

l—-’
L3

<
i
N

M\&
e
S

While Pope fights only gainst banal rhymes, aﬁd takes the nced

for their bheing sensible for granted, Bollsau on the other hand
expatistcs more on the subject. He is against rhymes as the only
ornament of verses: "“La Rime, au boult des mots assemblaz szans
MESUTE / Tenoit liéu Afornemens, de nombre et de césure® (1, 115),
but whalt Boileau regrots here is the poet®s neglect of all the other

possible ornzntents: DBoilesu is again on the side of form, and hs

shows more mode sty (because he admits h.L;, owil wisakness in Thu verses

quoted above) thau Pope would be capsble of,

18



19

Horace as Source

Several themes alroady have led us to Horece's Awxs Postica

as a possible source. There are additionzl onesy, like the need for

would=be zuthors to examine themhelvos sevorely before embarking
on the wreiting career:

0 vous done, qui brfilant d*une ardeur perilleuse

Courez du bel Esprit la carriers epineuse,

Ntallez pas sur des vers sans fruit vous cons Wner,

Ri prendre pour gonle une amour de rimsr.

Craignez d®un vain plaisir les trompsuses emorcss,

Et econsulien 10nb=bdﬂbu vostre esprit el vos forees. (1, 7w12)

Pope echoss it, bul of course, applies il to crities:

But you who seek to give and merit TFame,

And justly bear a Crlulck'& noble Nawe,

Be sure yourself and your oun Reach to kﬂow

How far your Genius, Ta te, and Learning go

Launch not beyond your Depth, but be discre rt,

And mark that Point whers Sense snd Dulluoss meat. (46.51)

Horace says the sanme:
Sumite materiam vestris, qui scribitis, aequanm
viribus el versate div quid ferre recusent,
quid veleant umeri. 38~ 0)
(Take a subjest, ye writers, equal to your strength; and
ponder leng what your shoulders refuse, and what tney are able
to bezr.)

Boileau, mors direct and practical, godés a little further than

Pope and literally tries to scare a wouldsbe dramatist: "I1 trouve
2 le siffler des bouches tolijours prestes” (i4i, 148). This case,
however, does not apply so wmuch to a critice-ths wublic in a theatyre
assumes a critie's position. Moreover, faithful to his practical
teachinz, Boileau even slyvesses the advantages of other vrofessions.
Telling the story of a notorious Florence doctor<killer, who turaed

e -

Y . . - Y .
2. gooa awrenicect (1\?, des w)e he concludes:



Soysz pliitost Migon, si c¢'est vostre talent,

OQuvrier estimé dans un art nscessaire,

QutEcrivain du commun, et PoBte vulgaireo.

I1 est dans tout zutre art des degrez differsns.
On pezul avec honneur remplir les seccnds rangs:

S

Hais dars 1fart dengeveux de rimer et d'éecrirs,
I1 n*est point de degres du mediocre au pire. (iv, 26-32)

In this Boileau is faithful to Horace: 'medioccribus esse poétis /
non homines, non di, non concessere columnae" (3?2=3?3)»m"8ﬁt that
poets be of middling rank, nsither men nor gods nor booksellers ever
brookéd,“

Audra and Williams stress a similarity betwesn Pope's "Stones
leap'd to Foxm, and Rocks began to live; / With swester thes.each
rising Temple rung « . o " (702<703) and Boileau's "Qu'aux accords
dtAmphion lesz pierres se mouvoient, / Et sur les murs Thebains en
erdre s'&lovoient” (iv, 149-150). The thenms is the sams. Soame:
"Amphion's notes, by their melodious vow'rs, / Drow vocks and woods,

-and rzis®d the Theban tow'rs" (1005-1006), But in this case Horace
seams a more probzble source:
dictus et Amphion, Thebanze conditor uwbis,

saxa movere sono testudinis et prece blanda
ducere quo vellst. (394-396)

20

(hence too the fable that Amphion, builder of Thebes®s citadel,

moved stones by the sound of his lyre, and lead them whither
he would by his supplicating speli.)

Boileau's text is almost a translation of Horace®s. Pove did not
mention the nawmes (he was not too eager to show his indebtedness),
but otherwisze his idea eclwoes Herace faithfully. Pope, morsover,

did not depart {rom stones, as Socame did in his translation, adding

Ywoods" to stonos. Pope is, in fact, a little weak hsre, guilty of
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a pleonasn ("stones" and "rocks").
Pope's verscs: "fTis not enough no Harshness gives Offensé, /
The Sound must seem an Echo to the Sense® (364-355) remind of
Boileau's (Audra and.Williams): "Le vers le mieux rempli, la plus
noble pensée [ Ne psut vlaire & 1'esprit, quand 1foreille est blese
sée" (i, 111-112). And the resesblance leads to almost a proof it
we see whal Soame said: "he fullest verse and the most labor'd
S6nso / Displease us, if the ear once take offenss” (1.09-110).
Althevgh the idea itself may lead teo Boiléau as the source, only
when one sees that Pope u sed the same vhiyies s Soarne, the evidence
for the loen becomes almost conclusive. Pope, howover, starts from
~the oprosite direction: vhile Boileau stresses the dnmportance of
sound, Pope emphasizes the significencs of thour%t .In this resvect,
Fope is nearer to Horace than to Boilesu. Horace warns against
"yepsus inopss rerum nugaegue canoras" (322)-- . “verses vold of thought,
and sonorovs trifles", stressing also the sense. Pope, norsover,
enriches his saying with a simile ("Sound must seem an Eecho to thé
Sense"), and thus makes it more hisg own.
Paradoxically, while Boileau “"reveres" the 1ahguage;

Sur tout, qu'en vos ecrits la Langue yeverdoe

Dans vos vlus grands excez vous soil toljours sacrée o o o

S&ns la Lengue en wn mot, 1LfAuteur le vlus divin

Bst tolijours, quoyqu'il fasse, un mdchant Ecrivain, (i, 154-161)

he .2lso violates it for the sake of form; Pope, crn the contyvary,

denounces too great a concern for language alone,

s

LJ

Others for Lanpguage 2ll their Core expros
&

And velue Books, as Women Jnn, for Dress:

¥
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Their Praise is still..The Stile is excellent:
The Sense, they hunbly take upon Content.
Words arve like Leaves; and where they most abound,
Much Fruit of Sense beneath is rarely found, (305-310)
but treats it most fairly,
However, while the classicists trisd to model their language
on Latin, a dead langusge, Horace in Ars Poetica (46-72) manifests
an astounding licence to create nsw words and thus enrich the language.
Horacets wieus run counter to all the classicist ecencasptions of a

language fixed by rules; in projection, they open the door to
modern languages and modern literatures. With his less rigid stress
on the importance of languzge alone, Pops is nearsr to Horace than
Boileau is.

The thens of the importance of work leads us also to Horacéo
"True Base in Writing comes from Art, not Chance" (362), Pope says.
Boileau adviscs, as to a proposed work of art: "Polissczele sans
" cesse, et le repolissez" (i, 172). Better than Boileau and Pope,

Horace expresses the idea with 2 metaphor: "limae labor et mora"

(291)~="the toil and tedium of the file",

¢

A2
-e

But a poet should not devole all his life jusl to wriling verses
he shouvld also live:

2

Que les vers ne solent pas vostre

éternsl employ.
Cultivez vos anmis, soyez honme de foy.
C'est peu destre agresble et charmant dans un livro;
I1 faut sgavoir encore et converser et vivre. (iv, 121-124)

Popo seems to be indebtod to Boileau for his verse (Audra, p. 228;
Audra and Williams): YA Knouledge both of Books and Humanlind"

(640), although only the idea is the same, and moreover, Horace®s
“resnicere exemplar vitee morungue ivbebo / dectunm imita

vivas hine ducere voces" (317-318)--"I would advise ons who has



learnad the initative art to look to life and manners for a model,
and draw from thence living words.,® Although the writer's benefit
fyrom living may be only implied from Boilesu and Pope, Horace ex or 5868
it accurstely.
Boileau warns against the persistent reader of his own works to
B 2 .
otheyrs:
Gardez-=vous d'inmiter ce Rimeur furiecux,
Qui de ses vainzs écrits lecteur harmonieux
Aborde en recitant quiconque le salull,
EY poursuit de ses vers les passans dans L

I1 ntest Temvle si szint des Anges respecté,
g .LLY ITLrE 3} Ii il 'i(’ r o= ’\,‘
Qui soit contre sa Muse un lieu de seure (v, 53=58)

w12
L YUGe

o
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Kor imitate the Setiles of our tinmes,
Those tuneful readers of thelr own a011 rhymes,
Who seize on all th® acquaintance they can meet,
And stop the passengers that walk the street:
There is no sanctuary you can chooss
For a defense from thely pursuing iluse.
; (Soane, 908.913)
Soame does not mention angels as Boileau and Pope do. Pove sava:

No Place so Sacred from such Fops is barr®d,

Nor is Paulfs Church more safe than Paul's Churcheyard:
Nay, fly to Altars; there they'll talk wyou dead;

For Fools rush in where Ar~e“s fear to twead. (6?2 625)

Because of this very fact, it is highly probable that Pops hid the
French original in hand (Audra, pp. 213, 217; Clark, pp. 1‘-}6-{?_97_)g
although Pope has added, as 1t has been amply shoun, more inventive
things to his borrowed material then are the "Angels" in this particular
case. Angoels are not too hard to sssociste with altavs. Pops's
probable indsbtedness, in this case, to an Yemendsd" Soams has

been disvussed esrlisr. Horace hinself deseribes a crazy poetl

A

(in owder not to be erazy, he should live &5 other people do)
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ength, ineluding the &ssiéuous reader of his own works to others.

4 ¥ ad

Horsce 15 even nsa tuvulxoulc in his trzatment of such a readew,

while Boilsau and }ooc are not: "Quom vero arrivuit, tenet occiditque

legends non missure cubem; nisi plena crvoris, hirudo" (475-476)«-
g B : s

"if he catches a nman, he holds him fact and reads hinm to dnxthfn

e

a leech that will not let go the skin, till gorged with blood".

It is reasonably cleay that Pope, for ihe naterial for An _Essay,

made use not only of Boileau's original and tranﬁlatioh'(or translations)

-

of L*Axt Poliloue, bul also Horace's Ars Poctica , as well as, by

1

inference, probably some other works, which are not the subject of

this thesis. The fact alone, that Boileau was not Pope®s only or

m

S€3

even principal source, as the iwmpression has heen sc¢ far, decrea

("_

Pope'ts indsbtednsss to Boileau, withoul hoving to menticn the way

how Pope worked the material out.



II POPE®S THEMATIC ORIGINALITY

One could hardly find onz single instancs in An Essav on which

Pops has not iwpressed the stamp of his originality, either of tﬁought
or of art, or of hoth. Here are some clear examples in which Fove
differs from Boileau.

It seems that Popse's esteen for the Ancienis is mowre stressed
than Boilezu's. In foeb, 1t is linitless (653-674). He would not
deprive the Ancients of any privilege.g For the medern wrilers he
has disdzin (325£f.). He allows licence only to the Ancients;
werns the Moderns against it (163ff.). Even the pyacedeni& for

transgressions should be set at:least by the hncients (166).

Whatever is nearer 1w the Ancients, Pope adwires more. Eve

=

\

France, which adheres to rvles, “Critic Leerning flourish®d most in
France® (712). At the first glance, the words %The Rules, a Nation
born to serve, obeys, |/ And Boilesn still in Richt of Horace sways"
(713-714) may be taken at their face valus. But if ws take them
as such, they go against vhatever Pove vreaches in hils essay. Further
on,

But we, brave Brltong, Foreign Laws despis'd,

And kept unconguer'd, and unc1v111.a'dP

Fierce for the Liberties of Wit, and bold,

We stil) defy'd the Romans, as of old, (715-718)
also seems like boasting, and it is antitheticzl to the thoughts
of France. It is, however,hardly believahle that an admirer of

Feench literature and classieism would express such a negative opinion

of the country. And it is also improbabls that such an eduezted,
eritically-minded 1 as Pope would boast of the "brave Britons".
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The verse "And kept unconquer®d, and unciviliz®d" betrays Pope's
aime That this is a subtle irony against his own country is more
apparent from the following verses:

Yot some thers were, among the sounder Fow

Cf those who less oresum®d, and better kuew,

Who durst assert the juster Ancient Cause,

And here restorfd Wit's ’updf mental Lavs. (719-722)
Pope avprociztes English writers only to the extent they follow the
Aneients, and they are only exesptions. Boileau devotss nore svace
to Franch authors, and manifests gernino esteen for a rumbar of
t‘!l{‘.}’r’i ®

Althouvgh bo th Boileau and Pope SbF?SS the incort an2e of sznse

in a uo%“ of art, Boileau Loﬂpq to form move rigidly than Yo wnose
language is more natura1, "Que toﬁjonv; dans vog vars, le sons
covpant les mote, [/ Suspende 1'henmistiche, en mayqus 1o rebos' (4,

105-10G) 3is a more practical advice than anything Fooe has gh

In his care for foym, Boilesu has created onae of his rare netaphors,
evén a personificationmﬂvowels become persons: "Gardez qutune voyelle
A courir trop hastée, [/ Neo soit d®une voyelle en son chemin heurtdc!
(i, 107-108). |

The differenca of aprroach as to sound and sense is clear-cub

throughout the two worke in question. While Bolleau fizhts arainsy

the "ugly sounds™: “Fuyez des mauvais sons le concours odisux"
(i, 110), Pope, 2s it sesms, takes euphony for granted, bul rather

th sens

m
fet)
P

stresseos the necossary correspondence of sound wi

But most by Nunbers judgze a Poelfs Song
And smooth or rough with thenm is riz hu or wWronZe
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In the bright Muse though thousand Chayms conspire,

Her Voice is all these tuneful Fools admire,

Who haunt Parnassus but to Plszse their Ear,

Not meznd their Minds; as soms teo Church repaiwr,

Not for the dOCbPLnG, bhut the Musick thoerd. (332934))
Pope is5 quito original in his thought: "Whoever thinks a fault-

less Piecs to see, [/ Thinks what re%er was, nor is, nor e'er shall

(253-254), although Audra and Williams bring it in connection

with Boileau®s "A ces petits defeuts marques dans sa peinture, /

L’esnrio aveec plaisir PeCthOiSb la pature" (iii, 107-108). A comaection
seens DI&HQJbl” if Boileau'®s text is taken out of its contexis DBoilezu
speaks of the “flaws" in a character.
Boileau and Pope differ‘in thelir approaches to modesty, morality

and religion. In fact, thelr vrofessed wmode scy and factual ambition

ar

(o)

canflicting forces. Only a soaring awbilion covld have mad

Peve write An Essay on Criticiss, to tesch, first of all, hiuself

how to write better. This seems clear from the passage where he

o

addresses "Bards Triwsphant':
Oh, may soms Sverk of your Coclestisl Fiwvs
The last, the msanest of your Sons inspire,
(That on Weak Wings, from Far, pursues veuyr Flights;
-Glows while he reads, but trembles as he write '
To teach vain Wits a Sciﬁnce little known,
T® admire Suverior Sense, and doubt their own?! (195-200)

s

The professed modesty incompativle with the lofty teaching?! "The
last, the meansct of your Sons": if he really thought so, he could
hardly teach anybody.

Boileau follows similar lines

Pour moy, qui Jjusgu'ici nouri dans le 3Satire,
Ntose encor menior la trompette et la lyres
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Vous n=z verrez pourtant, dans ce champ glol-eux,
Vous animer du moins de la voix et des yeux:
Vous of rir ces legons que ma Muse au Parnasse
Raprorta Jeune encor du comserce dfHorace;
Seconder vostre ardeur, échauffer vos esvrits,
Et vous montrer de loin la covrone et le vrix.
Mais aussi vardonney si, plein de ce beau zele,
D2 tous vous pas femeux, observatecur fidele,
Quelcuﬁfoiv du bBon or je separe le fawx,
Et des Autsurs grossiers j'attaque les defawr;
Ceqaqu un peu fichesux, mais souvent necessaire,
lus enclin 2 blémer, que sgevent & blen faire. (3¢, 223-236)

Both Pope and Boileau admit their being aspiring poets themselves,

'I

and they embark on teaching others how to write voens?! There are,

G‘%

howeyer, tvo very diffeﬁcnt traite visible in the passagzs. Boileau

even begs pardon for his att cks; Pope does not. Boilezu shows a

he

caving grace: hs admits Horace as his source; Pope dees not
admit any directly. Pope cert lnly oes not follow his own proecept:

"Let such teach others who themselves excell® (135). At the very end

of.An Essay this same inconsistency beeomesanparent:

The Yuse, whose early Voice you taught to sing
rescerib®d her Heights, and ovran'd her tender wiﬁg.
(Her Guide now lost) no nore attempls to rise
But in low Nunbers short Exzeursicns tries:
Content, if hence th' Unlezn®d thle‘I”ntS may view,
The Learn'd reflect on what before they knew, (735-740)

where he both identifies himself with the muse and "humbles"™ himself,
meunting on the hlgn pedV\tal of teaching.

More than IOpo Boileau is outsvpoken in his defonce of norality.

Moral advices pormesate L'Art: "évitez la bassesse" (i, 79), "la

e

saletd" (131, 425), vou should not betray virtue on - paper, "Prahissant
la vertu sur un pavier coupsble, / Aux Veux de leurs -Lecteurs rondent

le vice aimable" (iv, 95-76), and the conclusion is: MAimes done la



vertu, nourrissezesn vostre ame® (iv, 108).

Pope gives to his teaching of morality {he psrsoective of a
7 J 8~ B

.
.

eritic
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Learn then what Horals Criticks ought to show,

For ftis but half a Judge's Task, to Know.

*Tis not enousch, Taste, Jud{“@nﬁ, Learning, Jjoin; _

In 21l you sveak, let Truth and Candor shine, (560-563)
HCandor" in line 563 may lsad to Boileau's original (ii, 180),
becauzs Soame does not use the word: "I love shavp satire from
obsceneness free, / Not impudence that vreaches modegtV" (403-4Ch),
an inaccurate translation, by the way, because what Boileau attacks
is hypocrisy, the oprosite of "ecandsur". Fops, however, condemns

obscenity as sharply as Boileau: "No Pardon vile Obscenity should

find, / Tho' Wit and Art conspire to move your HMind" (530-.531).

So in Popefs mind, as well as Bolleau's, morality is more inmportant

than arxt, no "lfart pour 1'art" for them. Pope instigates crities
gainst blasphenies:

Witt's Titans brav'd ths Skies,
And the Press groan'd with Licenc'd Blasphemiege-

)

These Honsters, Criticks! with your Darls engage,
Here point your Thunder, and exhaust your Rage! (552-555)

As to religion, Pope is against the Middle Ages, when "“Huch was
Beliew®d, but little under tood” (689) and against the monks who
"finish®d wvhat the Goths bevun" (692), consistent with his belief

(&} §

in the necessary oredominance of resason; but, on the other hand,

29

he is also against the prissts who do not bhelieve, "Then Unbelieving

Priests reform®d the Nation, /And tausht nore P]ca sant Methods of
¥ o
Salvation® (546-547);: he attacks the Scotists and Thomistse-

L

"Faith, Gospel, all seemsd made to be disputed" (44%2). Thus, in



the same way as his contemporary Jonathan Swift, although members

of different Churches, Alexandar Pops was for a religion enlightened
by reason. Differently from Nicolas Boileau hs did not acce ot
things so veadily for granted. Bolileau takes even the esta b? mont
for granted: he seems to acquiesee 1o the governnent’s'execution
of an atheist (11, 189-190).

It %z hard to spesak about Boilleau®s original themes when he, .
as he admits it himself, follows those of Horaces Nevertheless,
with felation to Pepe, he is more original in his more datailed,
more vractical advices, like this one: "Que dés le premiers vers
1'hction priparée, / Sans peine, du Sujst applanisse 1'entrde"
(3ii, 27-28). With relation to Horace, he brings forth a thems
which Horace could not treat: the ﬁr@blem of Christian subject

matier in poetry. For him, not only the treatment of subjects should

be classical; the subjects themselves should be such. Boilsau bars
any "barbaric" subjects (iii, 244), as well as the Christian ones,
the lattsr because of his own faith: "nfallons veint dans nos
. sMmges, / Du Dicu de verité, faire un Dieu de mensonges® (iii,
235-236). To use Christian themes in literaiure sears an indire
desscration te hinm,

L*Evangile & 1'Esprit n'offre dz tous costezn

Que penitence 2 faire, et tormeons meritez:

Et ¢s vos fictions le mélange coupable,

Hesns & ses v« sritez donn: L'air de la Fable, (213, 201-204)

equally condemnable as the dirveet ong, blasphemies, "Faire Dieu

le sujet dfun badinage affrenx" (ii, 188)e



Boileau drew a subtle, sharp distinction bstween 1iteraﬁura
and pornography: “L"amour le moins honnsste exprimé chastement, /
‘Ntexcite point en nous ds honteux mouvement® (iv, 101-102); in
Just two verses, the theme which William Favllmer might have
takon right from Boileau for his Nobel Prize address. Boilleau,
liké Fzulkner, stresses the human heart as a writer's aim:  "Que
dans tous vos discours la passion émulb / Aille chercher le coeur;
1'éctisulfe, et le remul" (iii, 15-16). Reading Horace, Roileau,
and Pope, ore wonders whal new cen be added to literature. It has

3

been recently strsssed that sympathy is not enough for an aunthor

7
<
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to possess; heshould feel empathy for the subjezt he deseribes, for
instance, not only be sorry for a drouning man, bul help hiu.

translation of the German

Although Bollesu could not know this

o
(=

nced for such feeling. From a wmore

>

dovleur que vous vous abbaissiez, [

Pour me tirer des pleurs, il faul que vous oleuries' (iii, 141=142)

he goss to.thé empathetic "Clest pezu d'estre Pollie,il faut estre
amovrews" (ii, W), Sympathy, however, we find in Horace: "si vis
me flere, dolenduwn est / primum ipsi tibi (102-103)--"If you would
have me weevp, you must first feel grief yourself.Y

In the.ease of Pope, more than any special treaiment of individual
themes, the gen@ral eritical approach lends him a stamp of originality.
Thus he is more independent of Boileau than Boileau fron Horaces

Pope subjugates criticism to poetry. It is "the Huse's Handmaid”



{102). And he develops his own ideas of criticism and its relation

- to poetry: "A perfect Judge will read each work of Wit / With the

32

_ AuTher
seme Spir it that its Jrlt“ (233-23%). The "trespassing” is unavoidable,

vl

becavse the fields are so closely reélated, and to say that Pope does

Qo

1=t

it only through Boileau's influence is a little strained (Auvdra,

pg 216) e
In the question of an idea) critic, Pope egreos with Boileou:

Faites choix dun Censeour sclide et salutsire,

Que la raison conduise, et le sgavoir éclaire,

Et dont le crayon sevr dfsbord 2ille chercher

L'endroit que 1'on sent foible et qu'on se veubt cacher.
Lui sevl éclaircira vos doutes ridievlss:

De vostre esprit tremblant levers les scrupules ¢ o o o
HMais ce parfait Censeur se trouve ravemsnt.

Tel excelle & rimsyr gul juge sottement.

Tel s'est failt par ses vers distinguer dans la ville,
Qui jamais de Lucain n'a distingué Virgile. (iv, 71-83)

But whore®s the Man, who Counsel can bsstow,

St3)l pless®d to teach, and yst not proud to knowl
U*unesy’d or by'Tavour oxr by Spite;

Rot dully presvossest, nor blindlv swights

Tho® Learn'd, well-byed: and tho' wellbred, sincere;
Mouguﬁ1y‘aold and Humanly severe? '

Who to a FPLOuu his Fanlis can fyeely show,

And gladly praise the Merit of a Foel?

Blost with a Taste exact, yet unconfin'd;

A Knowledpge both of Books and Humankind;

Gan'rous Converss; a Soul exempt from Pride;

And Love to Praise, with Reason on his Side? (631-642)

a

The characteristics of such a eritic ere reason, knowledge, rezdiness

to help. Bubt such erities are rare, becauvse talents are distributed

sparingly. Pope dotails his idea of a critic, contributes more art

.

to it, as usuelly. In fact, what Pope desceibes is a perfeel nan,

The passage is nsarest to Boileau‘s with "o to a Friend his Tavltis

cely e  To Boilesu®s ideas Pope adds the zbility to teach,



bul linked with modesty; Justice with kindness; unerring tasto.
Boileau and Pove come together again in the selection of a

friend as ons's own critic:

[

Faites-vous des Amis promts 4 vous censuror.

Qu'ils soient de vos éerits les confidens sinceres,
Et de tous vos defauts les zeles adverssirves.
Dépoliillez devant eux l'arropence d'Auvteur « . o o
Un sage Ami tolijours rigoureux, 1n~lez1b1¢,

Sur vos fautes jamals no vous leisse paisible.

Il ne pardonne point les endroits neg‘lgav

I1 renvoye en Jeur lieu les vers mal arrangoze.
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I1 revrime des mots 1lfambitieuse emphize « « « « (i, 185-202)

Audra (ne 211) thinks this insvired Pove's "Tinu st not your self;

but your Defects to know, [/ Make use of ev'yry Fri uum~ana eviry
oe" (213=214), and Pops indeed seems te have summa?izod Boileau,

but he hes enwviched the texi, this tfme by an antithasis: “Friend

¢ « « Foo's The similerity will bocome more apparent with Soame's

translations

. But find you faithful f}icnds that will revrove,

That on vour works may look with careful eyes,

And of your faults be zezlous enemies. (1856-168)
But because theva is ne other similarity than tqo sanme idea, Pope
night have easily borrowed it from Horace: Y“si quid tdn&n olin /
49cr1puest, in Maeci descendat indicis suris [ et patris et nostras"
"Yet if ever you do wrlie aﬂvthzng, 1~L it enter the ears of soms
eritical Maecius, and your father's, and my own."

hvdra (p; 212) alsé thinks that Pope is indebited to Boileau for

“But yoﬁ, with Plessure own your Errors past, / And make each Day

a Critick on the last" (570-571), which is in Boileau: “Craignése

vous pour vos vers la censure publigue? [ Soyez-vous 2 vous-mesme

e
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un severe Critique" (i, 182-183), and in Scame: "“The public censure

for your writings fear, [ And to yourself be critic most severc"

'}jn
OQ
@

(1, 183-184). I czrnot sce any agreement of the twc.texﬁs. Pope's
ides is quite different: he emphasizes a daily improvement by selfe.
criticism; Boileau stresses "public censure" as the motive for
gselfecriticism. The idezs are completely different, although the
suizject, self=criticism, is the sans.

As to the verse “To Err is HUU»“G° to Forgive, Divine" (525),

ra (p. 217) grants Pope the trait of ovlglr Lty "This is one
of the most bvgﬁtliul precents Pope has given, bul the one he leas
willingly applied.” The second hall of the sentence miy be true, but
the first only pavtially. YErrare humz wn est" is a well<knoun

b A

saying thet has been used extensively. In Bartleti's Familiar Quo-

™y

talions, Fourteenth Edition, it is under the heading of Ancaynous
Latin on pe. 150 And the 1dca of divine forgivensss 1is also és cld
a5 religion. Pope could have joinaa the twb thoughts into a striking
éntithesis=uénd one could hardly expvect him to do nore.

Ae it has already been shown, Boileau us e the direct address
extensively, as Horace dozs. SOuCtlLoﬁ Boilezu looks like a Biblical
prophot: “Auteurs, prestez 1'oreille & mes in structions” (iv, 85).

Although Audra (229-230) sees a sign of Fope's having studied

Boileazu: “In fact, often (znd is this not znother proof of his
nimite study of him?) in Pope's wovement and tone one finds again

Boileau's manner," in this respect, rather thanconsider the apostrophe

which Horace and Boileau use extensively, e mark of Boilcou's irdebieds
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ness to Boileau, I should regard its scant use by Pops as a tra
of originality.
To a certain extent, Pope's eritical avorozch 1tsell comuands

a more niegative approach; Boileau's mmst be a more positive one.

Pope is indeed quaro(sgcd in his demonstration of what is not good.

In "Tho' oft the Bar the open Vowsls tire" (345), there are threo
hiatuses, to bs 'mmediaﬁely followed by "While Expletives their

feshle Aid do join® (;46 , with tho exvletive "do%. YAnd L n low
Words oft creen in one dall Line" (347) are just this, like "A
needless Alexardrine ends the Song | That, like a wounded Snzke,

2 does not shun the

i

drags its slow Length-along" (356-357). But Por
posiiive approach either. In "When Ajaﬁ strives somz Rock's vast

Weight to throw" (37@), thae line ié ion?sr in stressés than the others
and the paradigm “Roc ks vast Weight!" is hard to pronounce and chocks

3

the sveed of reading., In the case of a swift-line demonsiration
t} , f In a £ 13 } stration,
the verse is also long, for the very reason that the whole of it can

e pronounced fast arnd easily: amills . . o/Flies ofer th® une-
be pr ced fast and easily: "Camill [Filies o'er th® u
bending Corn, and skims along the Main® (372-373).

The fact itself thai Bollezu was not his only source enhances

Pope's originality, as do the twists he gives to the individual
CONIMoN thame sand his Cfitlﬂﬁl aporoach. Above 211, however, it is

Pove's art tnat makeo him most original, almost wmatchably so,

as it will be demonstrated in the following chaprfs of this work,



ITT VERSIFICATION

Verse Patterns

So as to assess as comprehensively as possiole'the extent of

Pope's dependence on Boilesau or freedom from him, it is necessary

to analyse their respective postic forms in some detail.
Boileau'®s alex

(=/ %/ =/ x| %/ x/):

Dans son genie étroit il est tolijours captif. (i, 5)

“ines eonsist mostly of regular lambic feetl

As in most English verses, so in the majority of Boileau'®s

French ones an larx®d is the first fool, which is underst 1dable

‘..lo

we keep ‘in mind that Frenchk words carry the stress on the last
syllable:

Courecz du bel Esprit la carriere epincuse. (i, 8)

(=x/ %/ %/ xx/ xy/)
Secondary stresses, however, in polysyllebic words, or monosyllabic
words themselves, may occupy the first place in a verse and thus
provide a possibility for a troches or a dactyl:

Insipidzs Plaluu;,, Bouffons infortunsz., (ii, 131)

(/x [x Y/ %/ x/ x})
(if the secondary stresses are ignored, the example could also be
read: sx/ xx/ x/ xx x/e)
Mois dans une proféne et rlante peinture. (3id, 219)
For the same reason, that French.words carry the stross on the
last syllable, all the verses end in an accented syllable, with ths
excoption of an end-verse mute "e", which provides the thirteenth

syllable. An end-word mute "e" before a consonanb-beginning vord

also forms a syllables
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Elle peint des Amans la joye, et la tristesse, -
Flatto, menace, irrits, appaise wne Maistvesse. (i1, 41-42)

The main difference in Boileau's and Pops's rhyming couolels
appoars in thelr length: the former consists of twelve or thirteen
(the last mute ®e") syllables, the latter of ten or olovon (a feminine
ending). It is genorelly believed that Ponc adhores strictly
the pattern of the iambic pantameter, but on c}osér examinafion one
wonders how far he may go.in breaking the rule. In some cases all
that remains of the iambie pentameter is the final jamb,

According to my own.reading, almost 7 % of the verses of in
Essay begin with a troches, not an lamb; in Pope's use it is an
excellent means for variztion or emphasis: “Nature affords at
least & gliva*r)ng Light" (21)-=/x x/ =/ =/ %/« In the following

exampleos, all the werds that have caused the beginning trochees are

most imperiant in the verses: "Art from that Fend each just Suvoply
provides? (74), “Musick reserbles Poetyy, in each" (143), "Moderns,
mvraee @ 21t o i1 » Wi
A= ©

beware?! Or if you must offend (163). "Nations wborn ycur mighty

Namss shall sound® (193), "Words ava like Leaves; eand where they
most abound® (309), “Dulness is ever apt to Magnify" (393), "Parties
in Wit attend on those of State" (456), “Crowms were rescrv'd to

grace the Soldiers too" (513), "Pulpits their Sacred Satire learn'd

to spare' (550), "Pocts, a Race long unconfin®d and freo" (649),

-“Ii has to Tz stressed that any reading of noetry is irdividual,
and conzequontly different nersons may Pbdd the same verss differcntly.
So the patterns I use below are necsssarily my own, but T do not
exclude other possible o“uLoruo.
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"Horace still charms with graceful Negligenca" (653). “Orce on a time,
La ﬁancha’s Knight, they say" (267), at the beginning of a new
section, of a story in verse, is like taking a long breath.

Such stressed nouns are sométiae followad by a simile:

"Nature, like Liberty, is but restrain®d® (90), “Poets like Painters,
~thus, unskill®d to trace" (293); or by "and" and another noun:
“Natﬁre and Homer were, he found, the saus" (135), "Peprsians and
Greeks like Turns of Nature found" (380), “Athens and Rome in bet-
ter Ages knew" (644), YFancy and Art in gay Petronius please"

(667), "Learning and Rome alike in Empive grew® (683).

A ver mey also coue to the front of a verse: 'Held from afar,
‘aloft, th® Iymortal Prize" (96), "Seiues your Fame, and puts.his
. Laws in force® (168), “Made him observe the Subject and . the Plot"
(275), "Pleac®d with a Yerk where nothing®s just or £it® (291),
“Clears, and improves whate'er it shines upon® (316), "Name a new
Play, and he's the Poet®s Friend" (620), "Blest with a Taste exact,
yet unconfintd" (639), " art from her Trance, and trims her wither'd
Bays" (698).

Here the trochees help crecate antitheses: "“hen to repress,
and when indnlge our Flights" (93), "Cavil you may, but nsver
Criticize" (123), “Read thém by Day, and meditate by Night" (125),
“Glows while he reads, but trembles as he wiites" (198).

Any part of swneech may hold the ﬁrominant first place. Here
are soms adjectives: "“High on Parnassus® Top her Sons she show®d
(oh), "Soft is the Strzin when Zephyr gently blows" (366), “Short

s the Date, alas, of Modern Rhymes" (476), "Gen®rous Converse;

a Soul exempt of Pride"™ (641), ¥Fierce for the Liberties of Wit,
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and bola® (717), "Carsless of Consure , nor too fond of Fame" (741);
adverbs: YStill with it self compar'd, his Text peruse" (128),
"eanly they seek the Blessing to confine” (398), "Fondly we think
we honour Merit then™ (451), “Ev'n to the Dregs and.Squeinngs of
the Brain® (607); pronouns: “Some én the Leavés of ancient Authors
prey” (112), “Some to Conceit alone their Taste confins® (289),
"Others for Language all their Care expressé (305), "What the Fins
Gentleman wors Yesterday® (330), "Where a new World leaps out at

his commapd® (L86), Whom, when they Praise, the World believes no
more“ (59%), "ihe to a Friend his Faults can freely shouw" (637).

Clearly, indafinite and. relative pronouns can be stressed; wversonzl

A spondee may follow a beginnirz trochee s ([x /] =] ! =/);

irr most csses it comprises an adjeehive and its noun: YiHear how
learn'd Cresce her useful Rulss indites® (92), “What the wesk head
with strongsst Byass rules" (203), YFir'd at first Sight with w
the MHuse imparts" (219), "“Some by 0ld Words to Fame have made
Pretence” (324), ¥Now his fierce Eyes with sparkling rury glow"
(378), "That in proud Dulness joins with Quality" (@15), ¥ihen the
ripe Colours soften and unite" (488), “Ses, from each Clims the
Learn'd their Incense bring [/ Hear, in all Tongues co&sentin; Paeans
ringf" (185-186), "In the fat Age of Pleasure, Weelth, and Base /[

. Sprung the rank Weed, and thriv®d with large Imerease" (534-535),

3

In several es the preposition "without" has supplied the

first syllable of the spondes, which is often followed by a pyrrhic,



so that the total weight of the lins remains fairly steady (/x //
sx x] x/ or [x /] x/ xx x/): “Which, without passing thro'® the
Judgnment, gains' (156), "Such without Wit are Poets whon they
please, / As without Learning they can take Degrees" (590-591).

In the following cases the spondee is éupplied by a subject and its
predicate: “Pride, where Wit fails, steps in to our Defence"
(209), “How the Wit brightens{ How the Style fefinesg" (421);
there are some other conbinations: “Some, to whom Heav®n in Wit
has been profuse" (80), "Sure to hate most the Men from whom they
learn®d” (107), "Thinks what ne'er was, nor is, nor eer shall be"
(254).

A trochee may be followed by a svondee and a pyrrhie, in which
case the weight of 1ine is again rathér constant (/x // xx =/ =/):
MStemm®d the wild Torrent of a Barbrous Age® (695), Another svondee
may follow a vpyrrhic (/x // xx // x/): %So by false Learning is
good Sense defac'd®(25), "Works without Show, and without Pomp
presides" (75), "Like some fierce Tyrent in 014 Tapestry!® (587).
In the three latter examples the last iamb is all that has remained
of the ilambiic pentameter. After the beginning trochee a pyrrhic
may follow as the third foot (/x x/ xx x/ %/): "Let it be seldonm,
and compell®d by need” (165), "Zeilus again would stert up from
the Dead" (465), "Envy will Merit as its Shade pursue" (466).

A pyrrhic may be the fourth foot (/x x/-x/ »x x/): "Ancients in

Phrase, mere Moderns in their Sensef® (325). Or here the pyrrhic

is third and the spondee fourth (/x x/ xx // x/): "You then whose

4o
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Judgment the right Course woutd steer" (128). Thus, by aligning
several unaccented éyllables one after the otﬁer, Pope has the
nore emphasized the accented ones.

The same decrease in the numbor of the stresses and the in-
tensification 6f the femaining ones oécu?s when the dactyls are
used. Here we have three examples of the pattern [xx [xx x/ x/,
with the beginning two dactyls, which, of coﬁrse, may'élso be
read like [x x/ xx x/ x/: “Authors are partial to their Wit, 'tis

rue" (17), "Led by the Light of the Maeonian Star" (648), “Hatuvre's

chief Master-piece is writing well" (72L). A trochee inserts itself

e

n=betireen (/xx‘/x [xx x/): %Seldom in Council, never in a War"
(537), “dodestly bold, and Humanly soverei" (636).
A spondee at the bezginning of 2 verse may have diffgr@ht origins
and ournoses, It may 2 avulc‘frow enumeretions (nowns or adjectives
before a roun): "“FPride, Halice, Folly, zgainst Dryden rose" (458)e-with
the venultimate spondee (/] x/ x> 1] x[). " « « o blind [ Han's
erring Judgnent, and misguide the Mind" (202), "New, distant Scenes
of endless Science rise!® (224)B “"Enights, Squires, and Steeds,
must enter on the Stage" (282), "Rome's ancient Genius, o'er its
Ruins spread” (69}) Or it may be gimply an adjective thLLyan
a nown: "Great Wits sometimes may gloriously offend” (152)«-with
eloriously? contracted, “"False “loquenco, like the Prismatic Glags
(311), "Blunt Truths more Mischief than nico Falsehoods do" (57%).
In the following ecases it is a subject and its predicate:
"Truth breaks upon us with resistless Day" (212), YHills

peep o'er Hills, and Alps on Alps arise!® (232), YAll come



L2

united to th' admiring BEyes" (250), "Jilts rul'd the State, and
Statesmen Farces writ" (538). An exclamation or command may be the
cause of a beginning snondee: "“iHail Bards Triuaphant! born in
havnier Days" (189)--with a contraction of "happier", "Drink
desp, or taste not the Pierian Soring" (216), "What! Leave the
Cotbate out? Exclaims the Knight" (297), "Thee, bold Longinus!
211l the Nine insnire" (675). As it is apparent, Pope knows no
netrical P2USE.
A beginning iamb'nay also be followed by any combination of
feet, Here the vyrrhic occupies the third position (»/ x/ XK e
x/ x/): "The sen'rous Pleasure to be chara®d with Wit" (238),
“Now burns with Glory, and then melts with Love" (377), "The clear-
est Hsad, and the sincerest Heart" (732). A spondee follows after
. the pyrrhic (x/ x/ XX // x/): "So modest Plainnsssg scte of I srorightly
Wit (302), “Then when they promise to zive Séribling oter" (595),
"But ratlinz Nonsenss in full Vollies breaks" (628).
In verses with a svondee after a beginning pyrrhic, nouns and
their adjectives form most of the svondess (xx [/ x/ x/ x/):
"Is by i1l Colovrins bub the more disgrac'd” (24)e-with a contraction

of "Colouring", "By the same Laws which first hersclf ordain'd

[¢7]

(91), "And the first Clouds and Mountains seem the last" (228),
"Jith the same Spirit that its Author writ" (234), "But the joint

Force and fuvll Result of all® (246), “In the bright luse thof



thousand Charms consvire" (339), “In the next Line, it whisvers
thro® the Trees" (351), "And the smooth Stream in smoother Numbers
flows® (367), YAnd the Worldts Victor stood subdu'd by Sound§" |
(381), "But in low Numbers short Excursions tries (738). The
following spondees derive from nouns and their predicates: "And
the Press grcan®s ~ith Licenc'd Blaschemies" (553), "From the sams
Foes, at last, both felt their Doom, / And the same hge saw Learning
fall, and Rome" (685<686), "And the Monks finish®d what the Goths
begun® (692). In the same way as after a beginning trochee, "without"
may supply the first syllsble of the sponrndee, which is often followed
by a pyrrhic to keev a balance between the stressed and the unstresse
syllebles (xx [/ x/ =/ /)t "Angd without Hethod talks us into
Sense" (654). | |

Thus both Boileau and Pope manifest an astounding frsedom in
handling their resvective versec patteyns—-many times retaining of
the alexandrine or the véntameter only the last jambs. It is trae,
there cannot he a question of Pope’s imitation of Boileav  here, but
the fact of his independence in this regard is equally inportant,
In their verse rhythus, both poets mainly follow the tradition of
their countries. It has been necessary to analyse Pope's verse in
detail because of the general misconceptions sbout its rigidity,
while on the contrary, the poet displays a wide variety of vatterns
wiﬁh a Qiew to achieve particular stylistic effects, always subjugating
the form to ths sense, even if his “jambic" pentameter is left dangling
on its last iamb, This fact will bear upon the overall assessment

2.

of the role form plays in the two woirks.



Motrical Licences
While there is no essential differanco between Boileau's and
Pope®s metrical feet, and the irregular, "non-iambic® ones may.
be reduced to a minimum if one leant heavily on the form and squeezed

P

them into the predominant model, in the poects? attitudes towards
enjambments,'howsver, there is already & marked difference.

Both poets' verses generaliy ston at their ends, and some
marks of punctuation usually signalize it, but this is no invariable
rule. 4 3s a rule ot the end of a couplet; at the end of the
first verse of the couplet there may be an enjambment.

In most enjembments, Povs separates objects from their verbs:
"Hhicﬁ. rithout passing thro' the Judgment, gains [/ The Heart®
(156-157), "A prudent Chief not al&ays must display / His vow'rs
in equal Ranks" (175-176), "For as in Bodies, thus in Souls, we
find / What wants in Blood and Spirits, swelltd with Wind® (207-
208), "“we tfoMble to survey / The growing Lebours of ths lengthen®d
Way™ (229-230), “Posts like Painters, thus, unskill®d fo trace [/
The naked Nature and the living Grace" (293-294), "So when the
faitﬁful Pencil has design'd / Some bright Idea" (Q§Q$485),V"But
Dulness with Obsecenity ﬁust prove / As Shameful sure as Impotence
in Love" (532-533), "Will iike a Friend familiarly convey / The
truest Notions in the easiest way" (655-656); here the objects are
indirect: "First follow Nature, and your Judgment frame [/ By her
just Standard” (68-69), "Then, at the last, and only Couplet fraught /

With soms urmeaning thing thoy call a Thought" (354-355); while hero
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the verb is complemented by its adverbial phrase "Some Lucky Licences
answexrs to the full / Th' intent propostd" (148-149).

A noun may also bo separated from the prep osition “of" or Wiy''s
"Yet some there were, among the sounder Few [/ Of those who less

oresum'a® (719-720), "Nor suffers Horace more in wrong Translations /

By Wits" (663-664). A subject has its predicate in the second line:

"'Tis hard to say if greater Want of Skill / Appear in Writing
or in Judging 111" (1-2), "'Tis with our Judzments as our Watches,

none / go just alike" (9=10), “The followiny Licence of a Foreign
Reign / Did all the Dregs of bold Socinus drain" (544<E45); the

predicate is preceded by an indirect object: YIn some fair Body
thus th' informing Soul [ With S»nirits feeds" (76=77): the predicate
is preccded by an adverbial phrase: "if the Thyong / By Chance go

right, they vurvosely go wrong” (426-127). Here the verb and its

.o
T

adverbial complement go to different verses: “lusick resembles
Poetry, in‘each / Are nameless Graces which no Methods teach®
(143<144), "Exvression is the Dress of Thought, and still / Appears
nore decent as more sultable” (318-312). Here one verse takes the
adverbizal complenent and the other the subject and the verb:
“Trmortal Vida! on whose honour®d Brow / The Poet's Bays and
Critick®s Ivy grow" (705-706).

"Moderns beware! Or if you aust offend / Against the Precenth
(163<264), sepa: tln” the verb from its preposition.is a tras en-
Janbment indeed.

In the same tjy'as inside the lawbic pentameter Pope may feel
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free to change all but the last jamb, so he is apl to use any kind
of an enjambuent inside the heroic couplet, retaining only its outer
frame,

On the other hand, Boileau wakes an effort to avoid an enjorbment
even inside a couplet; he has worked out an eloborate scheme to
achieve, if not a complote stop, at least some kind of a brezk at
the end of the first verse of a couplet.

A gerund ray causs such a break: “La Tragedie informe et gros-
siere en naissant [/ Nfestoit . . « o ¥ (iii, 61-62); or the prosent
varticiple: "Que jamais du sujet, le discours s'éeartant / N'aille
cherchor trop loin quelque mot éclatant (i, 180<181); or the
past varticiple: "Juvenal élevé dans les cris de 1°Ecole / Poussa
e« o'« " (41, 157-158).

An adverbial phrase of time, place, or menner may constitute the
parenthetical exnression: “Lfouvrage le plus nlat a chez les
Courtisans [/ De tout temps rencontré de zelez vartisans' (i, 228-
229), “ees legons que na Muse au Parnasse [/ Rapporta jeuns encor
du comnerce dfHorace” (iv, 227-228), "“Hais souvent dans ce stile
un Rimeur aux abois / Jette 12 de dépit la f1fite et le haubois®
(i1, 11-12).

If a complete break camot be reached, at least a partial one
is attenpted. If Boileau already separates thse subject from the
predicate, then at least he emvhasizes the subject with sowms modifiewr.
For instance, an adjective: "Cfest envain qu'au Parnasse un temeraire

Auteur / Pense” (i, 1-2), "Sur tout, qu'un vos écrits la Langue



reverée / Dans vos plus grands excez vous soit tofijours sacrée
(1, 154-155); or a noun followed by "de" and another noun:
"un amas quelquois de vain Adwirateurs / Vous donne en ces Reduits"
(iv, b2-43); or an adverbial phrase of manner may modify the sub-
jeect: "™Ainsi, pour nous charmer, la Tragedie en pleurs / D*Oedipe
tout sanglant fit varler les douleurs® (iii, 5-6)<<"en vleurs"
may belong to thevsubject, but it may also modify the verb; in
the following example "tolijours" belongs surely to the verb, al-
though it precedes the subject: "Que tolijours vos écri s | En-
pruntent® (i, 37-38).

The strengthened subject may consis t of nouns in enumeration:

“Mais pourtant on & veu le vin et le hazard / Insoiver® (ii,

192-193), "Et si Renaud, Argent, Tancrede, et sa Maistresse [

tte
==
e

Nfeussent® (iii, 215-216).

An inversion, espocially with "de" and "a% may supply the
sufficient break to minimize the enjambment: "“Que d*un art délicat
les piéoes assorbies [/ N'y forment qu'un seul tout de diverses
parties" (i, 173<179), “"Tout reconrut ses]pix,et.ce puide fidele [
Avx Auvteunrs de ce tonbs sert encor ds modeld (i, 139-140).

So Boileau avoids the enjarbument, even at the exvense of

A

an unusual way of expression. Maybe thig couplet is nearest to
an eng.zbment: "Wos froids raisonnenents ne feront qufattiedir /
Un Spectatewr” (iii, 21-22). But even here ths infinitive in the

first verse, ovreceded by another verb, provides a greal strencth

to the end of the verse

b7
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Contrary to Pops, who doeé not mind an enjarbment if it suits
his develovment of thought, Boileau avoids it persistently and uses
the artificial; unusnal stylistic ways of exnression. to minimize it.
Boileau zppecars more conscious of fhe form; Pope of the thougnt.

It is quite a problem why Pope sométimes uses incongruous sequencss

alene 8

of tenses. For instance, “"Some to Conceiﬁﬂtheir Taste confine, [ And
glitt*ring Thoughts struck out at ev'ry Line® (282-290). "Confine",
confined"®. But "struck" may be a past participle, and not a
past tense. In either case the expression is avkward. "Strike
out" would 2lso do. In the couvlet, “A second Deluge Learning thus
oter-run, [ And the Monks finish'd what the Goths begun" (691-692),
the past tenses "begun" and "run" mey be well explained away, but then
we also have the couvnlet: Wihen Sculbture and her Sister-Avts revive;/
Stonss lezp'd to Form, and Rocks began to liwve"” (701-702), where the
usuval past-tense form of "begin" is used. Whal is even more, the tenses
are really nixed up in this sxamvle: in thé'first verse the present
"revive", in the sccond the past "began". Is it the result of a negligence,
or of a "licencia voetica®? Judging by the several examples, Pope did
not mind it. In the latlter example the goal was the rhymes, which,
anyhow, are only eye ones. Fope probably thoughl his expression suf-
ficiently accurate to risk a worse one by looking for other, more
perfect rhyucs. Similar “dublous® casés are the rhymes "rung” (703)
and “sunz" (70%), both past tensesaA For the sake of the rhymes Pope
also mixes uo numbers: "In ev'ry Work regard the Writer's End, /

- Since none can compass more than they Intend” (255-256). It is evident,
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although the sentence is stvlistically complex, that "Writer" from
the first verse is the subject, it cannot be "Work" without a stretch
of imagination, because only a& psrson can intend. If instead of

" there were "Writers®, everything would be logical.

YWriterts
In the question of the mixed-up tenses and mubers, rather thsn to
be tied down by the form, Pope, consistently with his general tendency,
seems:again to be concerned about the sense.
One could not imagine such a permissiveness in the‘mofe forume
conscious Boileau, as one could not some of Popa's ummarked contiace
tions: "gloriously" (152), feurious" (286), “copious" (663),

"Patriarch" (479), “Suverior" (577). Comparstives and superlative

&

may share the same fate: "hanpier® (189), feosiest® (363, 656); as
well as verb suffixes: ‘“nauseate" (389), “deviate" (151); even a
present particinle if we do not want eleven syllables in a varse:
"Some valuinz those of their own Side, or Mind" (452). Judging by
other, apostrophized examples, we should drep “ou" in "Colouring"
(24).

Pope is equally licentious in some of the stresses; he adjusts
them arbitrarily to the rhythmic pattern of the verse. "Sometinmes"
gets the stress on the Sﬁcori syllable: "Great Wits sometimes may
gloriously offend® (152), "Conceal his Force, nay seem sometinmes to
Fly® (178); the same with "something": "Something, whose Truth
convine'd at Sight we find" (299); even “increase", the noun
"Whose honours with increase of Ages grow" (191). Of course, we could

also stress the words on the first svllables and have different feet,
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In 21l the cases, however, if wo read the verses according to the
iambié pattern, the main parts of the compound words concerned get the
accent. In "And Boileau still in Right of Horace sways™ (714),
"Boileau” should probably be streésed on the first syllable.

Pope’s noetical licences are moro yumerous than Boilesu's;
Pope brezaks the rules of the form to suit his thoughts; Boileau tries
to keep them, sometimes at the cost of the most efficient way of
exprossing an idea.

Rhyming

Bdileéu“s rhyming is a.spectacular feate In the one thousand and
ninety-nine verses of L%Art, almost two thirds of the rhyming words come
up only once; slightly more than one third are repeated. But
curiously enough, evan this repetition is kept at a minimum. Even if
the rhyming words are repeated, an effort is made not to rhyae then
with the same words over again.

Only about one tenth of the rh&ming woyrds appearing twice or three
tiﬁes rhyme with fewer than the same nunber of different words.

Boileau allows himself even more than thrse saﬁe rhyming words.
But it is amazing how he tries to §air then off differently each time.
From those which come up four times, "Eerits” (i, 37; iii, 393;
iv, 98, 170), Yesprit! (iii, 65; iv, 97, 169, 229), and "hazard®
(ii,‘71, 192; iii, 314, 389) rhyme with two different words; "“fiction"
(133, 162, 173, 362; iv, 86), "lecteur® (i, 77, 89; i1, 171;
iv, 34), "oreille"™ (ii, 10, 86; iii, 36; iv, 44), and Pveinture"

(iii, 95, 107, 219, 395) rhyme with three different words; while

McMASTER UNIVERSITY LIBRARY,
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"orossier" (4, 117; 4%, 193; iii, 41, 83), “Italie" (i, 43; iii,
116, 183, 212), "legon® (31, 56; iii, 417; div, 157, 194) always
rhyme with different words.

Of those avwnearing five times, "prix" (i, 38; iii, 10, 65, 394;
iv, 230) rhymeswith three different words, but “auvdzce" (ii, 38,

109; iv, 39, 148, 195) with all the different ones.

Although "aprt" finds only four diffevent yhyminz words (i, 101;
ii, 72, 191; iii, 313; iv, 13, 189), “yeux" (ii, 123, 167; iii,
2, 54, 205; iv, 226) and "nouveau" (i, 122; ii, 117, 170; iii,

70; iv, 197, 211) find all the six.

uvrage" (31, 95, 171; i1, 65; iii, 11, 287, 311; iv, 91)
and "Auteurt (i, 1, 188, 224; ii, 172: 431, 42); av, 33, 93) miss
only one to complete the nuwber of seven.

As to Pope, about 18 % of his rhyming words acpear twice in Qg
Essay and rhyme with the sams nusber of different words, with the
excoption of a little over 2 %, which rhyae with the same word both
times.

Some 21 % of the rhyming words recur three times in the
poem,:rhyming with the same number of different words, excepting
5 % which rhyme with fewer than three different words; the following
three~time-recurring ones always rhyme together: “offence"-"sense"
(3l 364365, 386-387), "witewrit" (233-234, 539-538, 657-658),
Mhoastt-Mlost? (LB1-480, 49697, 522-523), "fire®-Yinspire" (195-
196, 659-660, 676-.675), "dressttexvress® (297-298, 306-305, 321

320).
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The following come up four times: “appear™ (171, 251, 478,

615), "flow" (192, 239, 367, 379), Upraise" (190, 262, 521, 583),
"display" (116, 175, 329, 470), but rhyme with another word each time;
nfive (100, 195, 659, 676), “spite" (31, 3%, 598, 633), and "too"
(18, 513, 565, 611) rhyme with two different words only.

"Away" (59, 117, 211, 493, 541), ®light" (13, 21, 71, 301, 489),
“aay" (230, 268, 472, 520, 656), “rise" (97, 159, 224, 375, 737),
noun" (10, 200, 408, 469, 728), and "write® (14, 30, 35, 198, 599)
rhyse with three different words; "rule® (110, 149, 203, 272, 516)
with two; "last® (37, 228, 403, 461, 571) always rhymes with “past!,
weiet (52, 60, 291, L48, 651) always with "wit®,

"Dayé (189, 212, 405, 437, 473, 697) has another rhy=e word each
time; "true® (17, 257, LO7, L67, 572.; 610) rhymes with five dif-
ferent words; "fina" (19, 207, 235, 299, 530, 569), "fool® (27,

111, 20%, 271, 517, 588), and ®line" (138, 290, 347, 360, 420, 666)
with three.

"Bye" (122, 158, 231, 250, 462, 5599 586) rhywes with seven dif-
ferent words; "“join" (187, 346, 361, 524, 562, 670, 687) tekes one
word fewer; ‘'pass" (36, 38, 227, 402, 460, 570, 710) rhymes with
"last®, with two exceptions; "part" (63, 109, 154, 244, 264, 288,
295) with "art", with one exéeptiono

“Art? (62, 73, 108, 155, 220, 263,. 287, 296), as vralovealready
showm, rhynes six times with "part", in addition to twice with “im.
part" (72, 219).

"Know" (48, 199, 213, 358, 468, 561, 568, 632, 727) rhymes three



times with "owm™ (200, 469, 728), the other times with different
words.

"Mind" (20, 130, 202, 221, 236, 300, 452, 485, 531, 688) rhymes
with six different words. _

“"Sense" (4, 28, 210, 325, 365, 387, 566, 579, 608, 654) also
rhymes with six different words.

"Wit" (539 61: 2339 2385 2599 2929 3021 “-9v 4499 )399 652

657), with twelve positions, rhymes five tizes with "f£it", three tiues

with "writ", and four times with other words.

Althoueh it often seems that one rhyming word immediately evoke

= o 2
its usual pair in Pope's mind, ths mumierous rhyming positions of th
words like Yert®, Yknow", "mind", “senzs", and ¥wit', so imvortant
in Pope's treatise, even if their occurrence is mere chancs, is qui
in keeping with the general idea.of An Essay, and thersfore could
2 <

hardly be econsidered a drawback.

d

e

t

As to thelr uality, Boileau's rhymes ave exact or rich, thanks
q ;

=J

most of all to the language which is ideal for rhyming. The very

fact, however, thatin rhyminz Pope.is at a disadvantage in comparison

e
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with Boileau, because cf the fundemental differences in their respective

1

languages, enhances his achlievenment.

Although Pope cannot boast of rich rhymes, like "trace"-''grace"
O a y ?

(293-29%4), hs has found many exact ones. He always tries to find the

next best, keeping in mind the necessity to conserve the right meaning

.of his ewxpression. "Eys"

rhynes alleow Pope nmors fresdom of exnrege



sion;  "pass"-"ass® (38-39), "orove"-"love" (532-533), "prov'd'e
"holovtd" (102-103), "discvprovtd”="belov?a" (576-577), "find"-"{ina"
(207-208), "Caprice"-"nice" (285-286), "good"«"Blood® (303-304),
725-726), "Jove"-"Love" (376-377), “ovm"-"Toun" (408<409), "Hand"-
"Comaand®™ (673=674), “revive®="1live" (701=702), “Brow"-"grow" (705-
706) .

Approxinate in sound, without being visual rhyaes, are "full".
YRule" (1428-149), while “Thoughts"<"Faults" (169-170) and "Fault®-
"Thought" (422-423) are approximate rhyres in sound today although
they were exact when Pope wrote. because the archalc pronunciation
of "fault® is "fot',

In the following rhymés approximate in sound thediphthongs have
similar second elements: “Light®<"Wit" (301-=302),. e -Mtoo"
(564-565, 512-513), "receive"-Hgive® (733-734). “oin" (346, 361,
520, 562) rhymes with "Line™ (3%7, 360), "Divine" (525), and “shine"
(563), while "join'd” (187, 670, 687) rhymes with *Mankind® (188),
"Pind® (669), and "Hind" (688). In "show'd"<"trod" (94=95) the fivst
element in the divhthisid rhymes.

Further “imperfecet" rhymes are those approximate in accent, when
a full stress rhymes with 2 secondary one: “devis'd"-"ethodiz®d"
(88<89), "Knight"-Stagyrite" (279-280), “excellent"<"content" (307-
308), "descry"<Milagnify” .(392=393), "*unfortify'd"<"side" (434-435),
MPrecedent-Minvent® (410)-411), "dispute"-"Absclute" (548-549),
"despis®d®-"unciviliz®d" (715-716).. o' (566, 608, 654) rhymes

with "Diffidence” (567), “Imvotence” (609), and “HNegligence" (653).



Some rhymes are approximate Both in sound and accent: “aprear'-
“Reguiar" (251-252), "err"-"Singulert (424<425), "Satyrs"-"Dedicators"
(592-593); in all of them there is the end-syllable “y"., “S" and

gt Wphyme" in “prize“m"Sacrifice“.(265m266), and in "Ease"-"Increase"
(534-535)==if the stress is on the second syllable of the latter

".YBlasphenies"

word, the accent is not approximate. In the examples "Skies
(552-553), "Bye"<"Tapestry" (586=587), and "buy"-"Dispensary" (618-619),
only the second elements of the diphtongs count again., In "He"-
"Quality" (414-015) and “free"~"Liberty" (649-650), the quality.of

the vowels is similar, but theiw quaniity is differsnt.

There ave many consonant rhymese Although "eomnand" <"understand®
(66=67) and “"Esteen™<"Then! (1394140) are eye rhymes, especially the
first vair, theoy are, as to their sound, only consonantal. "Command"
(486) also rhvmes with "Hand® (487) perfectly vienally, but orally
only consonantally. “Boast" and "lost" appear three times (481-480,
496-497, 522-523). By how extensively Pope uses consonantal rhymes,
he looks a truly modern post: ‘none"-"own" (9-10), “giv'n"-"Heav'n"

- (98-99), "take""Track" (150-151), "Desert"-"Heart" (731-732), "Glass"-
"place" (311-312), “worn"-"Turn" (446-L47), "safe"<"Laugh" (450-

451), "Care"-"War" (536c537), "pake"<"speak" (584-585), "Fool"-"dull"
(588=589), "Extrean"-"Fle'me® (661-652), "chas®d"-"past" (709-710),
There are also consonantal rhymnes approximate in accent: "ecall'=
Mequivocal® (42-43), "steer"u"Chéractc¥" (118-119), "still"-"suitable*
(318-319), but they are rich.

Boileau uses only onc rhyme triplet: "“pensées"="embarrassées'-
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“percer® (i, 147-148-149). The phenomenon is so unusual that it would
alrost be movre natural to suppose thaﬁ a line to rhyre with "peréer"
has been somehow omitted. Anyhow, the verse with the "percer'" rhyme has
caused the uneven nuubsr of the verses of'L'Art.

Alexandey Pope, on the other hand, uses many rhyme trivlets
UiractdU-Mdisgrac'd’~"defactd" (23-25), "Design"<"confine"<"Line"
(136-138), Yeach<"teach"~"reach® (143=145), which are all exact.

Hore of them are approximate in sound: “YEyes'-"rise"-"Precipice"
(158-160), "Sun"c"ppon“u"ncne" (315-317), "Bar'-"repair"-"Thera"

(341-343), “speaks"="makes"-"breaks" (626-628); while these are

approximate in accent: "Flay'<"display'<"yesterday® (328-330).

Two pairs of douvble rhymes, the only ones in An Essay, must

srsmemdion

occasion & surorise: "“Then Unbelieving

o)

riests reform'd the Nation, /
And taught more Pleasant Methods of Salvation® (546-547) and "lor
suffere Horace more in wrong Translations / By Wits, than Criticks
inas wrong Quotations® (663-664). Pope must have had a defimite

puroose in mind when he used these feminine endings. Both examovles

tell of a weakening, deterioration, in the same way as similay ine

fl

b}

stances express softness in William Wordsworih®s somet “London, 1802
("bower"-"dower") or bezuly in John Keats's "Endymion" (the boginning
rhyumes:  "forever"-"never')s

In the table of Boileau®s and Pops's rhyming word frequency
below, the vercentages have been derived from the numﬁsr of the

places occunied by the rhymes concerned in relation to the total

nunber of rhyming vositions..
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Pove uses one rhyming word up.to twelve times, Boileau up to seveho

As to the number of the different rhyming words, Popve with his
37.1 % lags far behind Boileauw, who uses as many as 57.2 4 of all the
available end-line rhyning positions. The ratio is 2 : 3,

As to the rhyming words which come up twice in the poems, the ratio
is again almost 2 ¢ 3 ageinst Poos. |

While thence on in Boileau the frequsncy of the three-timne repsated
words falls suddenly down to 10.7 %, to 3.7 for the four-time ones, to
drop in the last thres cases to around 1%, in Pope the third grouon
(three-tine words) is even stronger than his second one, with 21 %.
Only then the frequency drops to about 6 and 3, and finally to abogt
1 %.

As to how nany diffsrent>wards a repeated rhyming word engages,
there is no great difference between Boileau and Pope in individual
cases. In the overall result, however, it adds up to a considerable
difference: again a good 3 ¢ 2 ratio on behalf of Boileaus

So it would be quite safe to state that in LArt Poélique ths
sama rhyme words rearnpear one and a half times less frequently than

in An EBesay on Criticism.

In the matter of rhymiég, Boilsau had evidently an advantaze over
Pope because of the language in which he wrote. In Fréﬁch all the
words are stressed on the last syllablet which fact offers a greater
choice of rhymes than in a l#nguages in which the accent nay be on
‘other syllables. The only disadvantage is that the rhymes will be

nonosyllabic. Because rhiymes in French can be found more easily,
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there will also be more rich rhymes in the language. Actually,

in Boileau's Art Podticue half of the rhywning couplets are rich

in rhyaes. Horeover, Boilsau does not use a sinzle aporoximate rhyming
counlet.

Because of a grealer scarcily of rhyuing words in English, an
English poet must reach'for approximate rhymes; but there is anoluer
good effect of the approximate rhymes: thoy help avold menotonys
Pope saw the proﬁlem, and solved it in the English way, quite ine
dependently from Boileau, >He has proved an extraordinary craftsman,
but his craft serves his art, and although John Keats's "A thousand

!
o

o."« " .
handicraftsmen wore the mask [/ Of poetry" ' refers to Pove's time, it

cannot refer to Pope himself. It is true, Pope's couvnlets are closead,
gut only as to their forme=ideas strean frecly in and out; in
regards to their contents they are oven. If he had been a "handi-
craftsman', Pope would have fallen for perfect rhynes, at the expense .
of thought.

The detailed examination of Pope's versificalion manifesls an
inexhaustible inventivencss and unvestraint, an undsrstanding of

R

the qualities of the English language and English postiec tradition,

chemes,

[42]

and conseguently, an independence from Boilsau's more vigid
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Keats, "Sleep and Poetyy", VYV 200-720],
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IV  IHAGERY

Boileau®s Imagory

If we decided to judge a poem by its imagery alone, and imagory
is, if not the most important, at least one of the main aspscts of poet-

ry, then Boileau's At Pobtigue is nol a great poem. It is factual

and dry in this respect as any prose. And if there are metaphors,
they are mostly trite, commonplace: %Si son Astre en naissant ne
12 formé PoBte / Dans son genie &troit il eét toli jours cantif®

(i, 4-5), "du bel Esprit la carridre epineuse™ (i, 8), "d'un vain
plaisir les trompsuses aworces" (i, 11). The whole passage on rhymes
(i, 30-33) is trite imaginatively: "La Rime est une esclave", it
should be subjected "au joug de la Raison".

Some metaphors press themselves on one. Mentioning anbauthor
who describes a palace too much in detail, Boileau says: YEt je
re ;uuac % polno av travers da Jardin® (%, 58)57 Weak 1is also the

mmetaphor: YGardez qu'une vojalle 3 courir trep hastée, / Ne soit
d'uns voyelle en son chemin heurtés (i, 107-108),

Maybe Beileau saw his wesk metaphors hinmself, beczuse he song-

times feels like explaining them:

el

I1 ntest point de Sorpent, ni de Monstre odieux,
Qui par 1l'art imité ne pulsse plaire aux yeux.
X X !
Dfun pinceau delicat 1llartifice zgraable
Du plus affreux objet fait un objet ainable, (iii, 1-4)
A drematic author has the same task: "Il faut qu'en cent fuacons,
pour plaire, il se reolie" (3iii, 151).

Boileau's metavhors express light or fire: "un stile . . .

brille" (i, 71-72); "Et son feu dépourveu de sens et de lecture, /

60



S*éteint & chague pas, faute de nourriture" (iii, 319-320);

Prince is an "Astre faverable" (iv, 190).

61

the

On the side of light and bsauly, "Marot . . . fit fleurir les

Ballades" (i, 119). Boileau despises money an author gets for his

YAppolon" (div, 131).

Boileau has adequately exvressed, by & metavhor, the difference

between romantic and classicist voeltry:

J%2ime mieux un ruisseau, qui sur la molle arene,
Dans un pré plein de fleurs lentement se vromene,
Qutun torrent déberdd qui d'un cours orageux

Reule plein de gravier sur un terrain fangeux. (i, 166-169)

Another group of metaphors denote darknsss or the sombre side

of life.
11 est certains Esprits, dont les sombres vensées
Sont d'un miage épais toljours embarrassées.
Le jour de la raison ne le sGauroit perecer. (i, 147-149)

In connecticon with the sea, the idea of drowning brings about

the expected metavhor: an avthor depicting the flight of Moise,

"Court avec Pharaon se noysr dans les mers" (i, 26). The idea of

drowning is a. little stretched in the following example:

Tout doit tendre au Bon sens: mais pour y varvenir
Le chenln est glissant et penible 2 tenir.
Pour peu gqu'on s'en écarte, aussi-tost 1l'on se noye.

(1, 45-47)

Howevor, we did not even know there was water beside the way.

The mstophor of drowning seecms dear to Boileau: "Soi-mesme

noyant pour sortir du naufrage" (iv, 208).

Self-evident is the metaphor of old age: "iarche en tous ses

desseins d'un pas lent et glacé® (iii, 385).

It is logical that the similes are not much more inventive than
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the metaphogs, Simple comparisons of names: “Le Hedecin‘d°ab0fd
semble né dans cet art, / Déja de bitimens vparle comme Mansard™
(iv, 13-14); the comparison of the ode with a bee, "comme une
Abeille ardente & son cuvrage" (ii, 65); or "Telle qufune Bergere
« « « [ Doit éclater sans vompe une &lezante Idylle" (il, 1-6).
There are a few symbols, trumpet and lyre (iv, 224), "la trompetie
héroique” (iii, 316), vencil as the symbol of a critic (iv, 73);

a synecdoéhe: en author "trouve 2 le siffler des bouches todjours
prestes? (iii, 148); rerscnnifications: "Cet enfant de vlaisir®
(13, 186), the vaudevilie, while mythology helps in the dascrioption

of a storm:

Ce n*est vlus la vaveur qui nroduil le tonnerre;
Clest Juviter armé pour effrzyer la Terre + « o «
Un orege terrible aux yeux des matelcts,

Cfest HNeptune en courouxr qui sourmande les flots.
Echo ntest plus un son quil dans 1fair retentisse:

Cfest une Nymphe en pleurs qui se plaint de Narcisse. (iii, 167-172,
Boileau knows how to be ironic, as in the vassaze where he sveaks
about "un Pofite sans arth (iii, 313):

Mais attendant qutici le hon sens de restour
Ramene triomphans ses ouvrages au jour,
Leurs tas au megzasin cachez & la lumiere,

Combattent tristement les vers et la poussiere. (Iii, 329-332)
It seems that Boileau did not heed his own precept:
De Figures sans nowbre égayez vostre ouvrage.
Que tout y fasse awx yeux une riante image.
On veut estre 2 la fois et pompeux et plaisant. (iii, 287-289)
Or did he think that figures of speech wers not necessary in a verse

troatise? But why then in verse?



Pope's Imagery

In Peps's Essay it would be difficult to isolate any part that

is not imaginative. He secems to have listened to Boilezu's vrecent

of the figures of sveech more sttentively than Boileau himself.

Let us consider the vassage:

Nature to all things fizx'd the Linmits fit,

And wisely curb'd proud Man's vpretending Wit:
As on the Land while here the Ocsan cains,

In other Parts it leaves wide sandy Plains:
Thus in the Soul while Mesmory prevails,

The solid Pow'r of Understandine fails;

Where Beams of warm Imagination play,

The Hemory's soft Figures mell awey.

One Science only will one Genius fit;

So vast is Lrt, so nayrow Human Wit;

Not only bounded to veculiar Arts,

But oft in those, confin'd to sincle Paris.
Like Kinzs we lose the Conguests gain'd before,
By vain Awbitlion still to make them more:

Each might his sev'ral Frovince well command,
Wou'd 211 but stooo to what they undervstand. (52-67)

It beginsg with a simile (with "As" in line 54) ihat assumes an
antithetical férme mskes use of a metaphor ("Beams of warm Imagi;
nation"), an antitheticai conclusion follows (""So vast is Art, so
narrow Human Wit"), branchine of £ into ancther sinile.

o

And thus it goes throughout the work. There ars tens of different
figuves of speech; often several in a single expression; hurdrads
of lines of rnagiﬁative voetry.

The imagery of An Escsay is the work itself.

As to his characteristic antitheses, Pooe oPposes ideas within

a single line: “But most by Numbers judze a Poet's Song, | And

smeoth or rough, with them, is right or wrong® (337-338).



over, the effect of the antithesis is helphtened by the alliteration
("rough", "right", "wrong"). Here are soms others: "lMake use of
ev'ry Friend--and ev'ry Foe" (214), "For Fools Admire, but Men of
Sense Approve" (391), "To Err is Humane; to Forgive, Divine" (525).
Hore are a couple of {wo-line onss: '"Be not the first by who=n the
New are try'd, / Nor yet the last to lay the 014 aside" (335-336),
"Nhich not alone the Southern_Wit sublimes, / But ripens Spirits in
cold Northern Climes" (400-401) . |

Sonmetimes, however, a one-line antithesis develoos into yet
anothsr one in the next line: M"Some foreign Wrilers, some our

own despise; [/ The Ancients only, or the Moderns prize" (394-
395), "Jilts rul'd the State, and Statesmen Farces writ; /[ Nay
Wits had Pensions, and young Lords had Wit" (538-539). In ths

following cases the second line has the strength of

an antithetical
conclusion: "Regard not then if Wit be 01d or Kew, / But blame the
False, and value still the True" (406=407), or of a syllogism:
"o think our Fathers Fools, so wiss we grow; / Cur wiser Song, no
doubt, will think us so" (438-439), with a biting irony. Here is a
latent antithesis, rather a paradox: "Sure to hate most the Men
from whom they Learn'd®™ (107).

Pope is especially successful, "lapidary", when his antitheses
involve siailes: "In Words, as Fashions, the same Rule will hold; /

Alike Fantastick, if too New, or 01d" (333-334), "*Tis with our

Judgments as our Watehes, none / Go just alike et each belleves
14 $

his owm" (9-10), "As Men of Breeding, sometimes Men of Wit, /
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T' avoid great Errors, must the less commit" (259-260), "For as in
Bodies, thus in Souls, we find / Vhzt wants in Blood and Spirits
swell®d with Wind" (207-208).

Here are someo antithetic metaphors: "Each burns alike, who can,
or cannot write, / Or with a Rival's or an Bunuch's spite" (3C=31)=-
combined with sarcasm, "Those oft are Stratagems which Ervors seem, /
Nor is it Homer Nods, but We thet Dream" (179-180).

Intercsting are these, as they may be called, hidden or latent
similes: "Parties in Wit attend on these of State" (456), "No longer
now that Golden Age appears, [ When Petriarch-Wits survivid a
thousand Years" (478-479), with no "as", "like", or "thus" ("Thus
shen we view some welleproportion'd Dome", 247).

Pope also abounds in extendsd similes, like this one:

In Poets as true Genius is but rare,

True Taste as seldom is the Critick's Share;

Both must alike from Heav®n derive their Light,
These born to Judge, as well those to Write . + ¢
Authors are partial to their Wit, *tis true,

But are not Criticks to their Judgment too? (11.18)

Pope'®s extended metaphors may comprise several lines: "Some on
the Lezves of ancient Authors orey, / Bor Time nor Moths e'er
spoil'd so much as they" (112-113),

Drink deep, or taste not the Pierian Soring;
There shallow Draughts intoxicate the Brain,

And drinking larsely sobers us again, (2L6m218)
A prudent Chisf not always must display

Hig Pow®rs in ecual Ranks, and fair Array,

But with th® Occasion and the Place comply,

Concsel his Force, nay seem sonetimes to Fly. (175-178)

When the ripe Colours soften and unite,
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And sweetly melt into just Shade and Light,
When mellowing Years thieir full Perfection give
- And each Bold Figure just begins to Live;
The trezch®rous Colours the fair Art botray
And all the bright Creation fades away! (188.493)

Metaphors and similes merge in these verses:

Some neither can for Wits nor Criticks
As heavy Mules are neither Horse nor Ass
Those half«learntd Witlines, num'rous in our Isle,
As half-formed Insects on the Bank of Nile, (38-39)

Pa.Ss,

3

with Pope's caustic sarcasm,

Some of Pops's themes for metaphors and similes are mere
connotations, like "have . . . an Tteching" (32) or "s uooP to" (67).
A grealt many arc based on the notion of light and darkness: so
ftht unehanginw Sun" (315), gllmw‘rlnv Light' (21), “resistless
Day" (212), "Maconian Star' (648), WPyicmatic Glass" (311), "“the
Poet's Fire" (100), “Shade" (301, 466), “Cloud® (211), "to blingd /
Man's erring Judgment' (201~202).

Many derive from water: "“A second Deluge" (691), "Such Lays
as neither ebb, nor flow" (239), "a thundring Tyde" (630), "Nature®s
Fountains® (133), "trece the Muses uvpward to their Svring" (127),
"As Streams roll down" (192).

The animal kin~dom also inspires Pope: "prun'd her tender
Wing" (736), "Sexrvile Herd" (414), "Posts, a Race" (649), “Jades™
(603), YSnake" (357); and vegetation: "Leaves® (303), "Fruit of
Sense" (310), “Like some fair Flow'r" (498), "Seeds of Judgaent"
(20), "Sprung ths rank Weed® (535), "The Poet's Bays and the Critick®s

Ivy" (706).
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Human relations supply many. Marriage: "For Wit and Judgment
often are at strife / Tho' meant each other's Aid, like Man and
Wife" (83), "As Shameful sure as Imvotence in Love" (533); society:
"Cou'd not win the Mistress, woo'd the Maid" (105), "The Owher's
Wife, that other Men enjoy" (501), "like a Friend® (655), "offend
in Arts / (As most in Mamners)" (287-288), "like Faith" (396);
learned profession (425, 591); eavmy: "“Thus usefvl Arms in Macazines
we place" (671), "like Towns ﬁnfortify’d“ (434), "Azainst the
Poets their oun Arms they turn®d (106), "large Recruits of needful
Pride" (206); medical vrofession: "drite dull Receits how Poeus
méy be made" (115); the Ber: "An ardent Judge®" (677); music:
“tunsful Fools" (340)-.-with the corresvonding assonancs, "the luse,
vhose early Voice you taught to Sing" (735).

Clothes and ornaments supply an important source of Pope's

magery: “For diff®vent Styles with difffrent Subjects sort [/ As

e

several Garbs with Country, Town, and Court" (322-323)-.the allitera«
tion is suvély not accidental, "value Books, as “omoen Men, for
Dress™ (306), “a clowm in regal Purple drest' (320-321), "And but
so mimick ancient Wits at best, / As Apes our Grandsires in their
Doublets drest! (331-332), "With Gold and Jewels cover ev'ry Part, [
And hide with Ornaments their Want of Art" (295-296), "Expression is
the Dress of Thought" (318), "True Wit is Hature to Advantagé drest®
(297). |

Other arts may vrovide imagory: "True Ease in Writing comes from

Art, not Chance, / As those move casiest who have learn'd to dance"
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(362-363), "Like soms fierce Tyrant in 01ld Tapestry" (587); the
hunan body as well: "Those Heeds as Stomachs arevnot sure thé

best" (388), "As Bodies per JSH through Excess of‘Biood“ (304), VAs
é 11 looks yellow to the Jaundic®d myn (559): geometrical nptipns,
qﬁantity: "Lines" (22), "First follow Nature, and your Judement
frane / By her just Standard" (68-69), "vulzar Bounds" (154), "ﬁaze
of Schools" (26), "Heights of Arits" (220), "High on Parnassus' Top"
(94), "wild Heép of Wit" (292), "labour'd Nothings" (326); man-made
objects: '"like Tops" (601); treasury: nature is a "Funa™ (74);
abstract notions: “Unhapoy Wit, like most misteken Things" (494),

“Nature, like Liberty" (90), ‘"deriv'd from Heav'n" (99); literary

images: ‘“antuan Huse" (129)--for Virgil; and finally verbal
1ragcs "And snatch a Grace beyend the Reach of Art" (155), "The

Critick « « o / Seizes your Fame" (167-168), "Distrustful Sens S . n /
Still looks home, and short Excursions nakes" (626.427), "Thus
Pegasus « . « / May boldly deviate from the comuon Track" (150-151);:
"loly Vandals" (696), as a metaphor, contains also an irony, and is,
in‘addition, a paradoxX.

Not only metavhors and similes abound in An Essavy, but also many
othse figures of Speech, Here is a symbol: “And Arts still follow'd
where her Eagles flew" (684); an allusicn: "Maevius" (34); 1lines
W1hol23 are an example of the fine irony against "Criticks” who live
in the shadow of great msn; another one is "Then Unbelicvingz
Priests reform'd the Nation, / And tavght more Pleasant Methods of

Salvation" (546-547); the irony against those who cannot take

P
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censurs appears in lines 596-609, against critics in 610a330 o In
fact, ifony and satire are orobably Pope's strongest voint: "Fear
rost to ﬁax an Honecursble Fool, thse Right it is, uncensurtd to
Ee aull? (58R-529),

Synecdoches, like "avhunﬂred Tonguss® (44), Ya Haster-Hand"
(145), do not lack either; "Honour'd Brow" (705) and "the weak Head"
(ZOJ) are symbols, "Haro in his boundless Mind" (130) a 1'“““0016
"Sore have at first for Wits, then Posts past, / Turntd Critiecks
next, and provtd plain.Fool\ at last" (36-37)=-an anticlinax, "Rome's
ancient Genins « o . fww roars his rev®rend Head" (639-700) and
“Then Sculpture and her Sister<Arts Pévive; / Stones leap®d to Forn,
and Rocks bezan to live" (701- /O?)sav rsonifications.

Assonance and alliteration support Pope's sayings masteriully,
asjit has been already partly shoxmE The "s" and ""2" sounds cowe

up with "Stils": "Thers Praise is :ﬁ!lla The 1lont®

(307)=-while "th® supports them; Yso strange a Style" (328) %o
rhymne with "Snile” (327), with an added “spavriks" (329). Sibilants
appear alone and to :other with other sounds in succsssion: “The

3

Sound mugt saem an Eccho to the S Senge" (365), "Mow Sighs st

out, and Tears begin to flow" (379)=<"ouw" in "flow" should also be

3

at least an "eye" part of the assonmance, "And the World's Vichor
stood subdu'd by Scund!¥(381)--while the three "u-s" play the eys

part, "That like a wounded Snzke, drags ils slow length along

Eiama ——— e

- (357. Pope expresses monotonousness: "While thoy rine round

== pra—.

the sams wnavary’'d Chimes" (348)--with assonance and alliteration.

————
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It is interesting how "I% is used in connsction with‘madness:
"Now his fierce Eyes with sparkling Fury glow" (378)~-13Pe the
sizzlinz of a lamp (the sibilant "th" should not be discarded either,
althouzh it is only onel, "ﬁgneigl Fools" (340)wowrith the unavoidable
téndency to read "ful" in "tuneful" sevare tely, as "fullh.
We should try in vain to undvlscore the interplay of the assonance
and the alliteratior in these verses, |
Who haunt Parnassus but to please their Bar,
Not mend their Minds; as some to Church rerair,
Not for the Doctrine, but for Musick there, (341.343)
because the numbsr of the sounds involved surpasses the othersz.
While both Boileau and Pops derive some metaphors from ths
common sources of light and darkness, snd watsy, Boileau's images
in genarel ave relatively scarce and trite, while Pone s fipvres
of speech overflow his work; this is, however, in keeping with
Boileau's more direct approzch, and Pove's a more indirect, reserved
one,
,

Imagery, the most noteble stamv of voztic art, nroves indubitably

Pope's originslity and his independence from Boilezu's “influence.

Avostrophe
Boileau's address to the would-be anthors comprises alnmost
10 % of his poen. To use anogtronhe so many times, onz rnust he
ingenious indeed in order not to become tedious. And Boilesu has
used up the stylistic resourses of the French language to this end
to the fvll. Direct addresses like "Auteurs, vrestez lforeille
3 mes instruction” (iv, 85) or "Auteurs . . . redoublez von trans-

ports" (iv, 221), or even "Vous done . « « ® (ii%, 9), or "O vous done
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e o ¢« "(i, 7) are relatively rare. Iiore frequent are the imperatives
without the vocatives, like “Aimez donc la Raison" (i, 37). This

verb in the imperative form annears several times, "Aimez donc la

vertu, nourrissez-en vostre ameé (iv, 108), or when he swveaks of
Homsr, "Aimez donc ses écrits, mais d°uﬁe amour sincere" (334, 307),
although you can hardly comﬁand scﬁebody to lJove. These simnle
commands may comprise vhole lines:

Hastez-vous lentement, et sans verdre courage,
Vingt fois sur le mestier remettez vosire ocuvrage.
Polissez-le sans cesse, et repolisssz.
A joutesn quelqu@s fois, et souvent effacaz. (i, 170.173)
Boilezaun also commands the muses: “Muses, dictez sa gloire 2
tous vosz Noufissons"(iv, 193). But he may include himself into &
cormand: "Evitons ces excez" (i, 43). To soften the impact of &
.comuand, Boileau uses the imperscnal verb "il faut": %Il faut dans
la douleur que‘vous vous abbaissiez. /[ Pour me tirer des vleurs,
il faut que vous pleuriez (iii, 141-242):  sometimes he cordbines
%il faut" with an ordinayy imperative: "Aux dépens du bon sens
gardez de plaisanﬁer. / Jamais de la Nature il ne faut s®écarter"
(1331, 413=414); however, the joining with the conjunction “que"
is much more ramerous: "De Figures sans nombre égayez vostre ouvrage.
/ Que tout y fasse aux yeux uns riante image" (iii, 287-288),
"Que la Nature donc soit vostre étude unique, [/ Avteurs, qui ovre-
tendez aux honweurs du Comique™ (iii, 359-360).
& very subtle method is asking a question as a bait and append
an advice or a command: “Voulez.vous du public meriter les amours? [

Sans cesse en écrivaent variez vos discours" (i, 69=70),
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Dfun nouveau Personnage inventez vous 1'idéef

Qu'en tout avec soi-mesme il se montre dfaccord :

Et qu'il soit jusqu®au bout tel qufon 1l%a vd d'sbord. '
' . o (1i%, 124.126)

While Pope makes use of the apostrophe 6nly a few times

(“You then whose Judgment the right Gourse woutd steer, / Know well

.each Ancient®s proper Character", 1185119), and thus addresses his

readers more iﬁ.an-indireet manner, Boileau, in harmony with his'
g$eater.di?ectness, apostrophizes his readers more éstensiﬁl'F?
embloying éffectively the respective resources of his langﬁageer
It must be stressed, however; thaﬁ in this Péspect Boileau follows
the more informal manner'of-ﬂoraeees Ars Poetica, which usaévtheA

apostrophe throughout. Thus, on this point, Pope shows himself more

“independent of Boileau than Boileau of Horace.



CONCLUSTOR

Ignoring Boileau's own admission, " . . . ces legons que na

Muse au Parnasse / Ravvorta jeune encore du commerce d*Horace"
(iv, 227-228), it has been easy hithsrto to present Boileau's

Art Pocticue as the pr incip al source for Pope's Essay on Criticism.

But if we throw only ore glance at the themes in Horace's Ars
Poetica, Boileau’s QGQOWJ&HLE onn Horzece becoumass evident:

licence, simolicily, the need for aveiding extremes, order, nescessity
to study, unitiss, the need for speaking to ths hsart, monotony,

oo

stady of tradition, ths

o
4_ ?-

theatre “guffaw", consistency of characters, s
nead for starting a story immsdiately, hammony, differenciation of
humzn agss, decorum on the stage, didaciic vurpose, history of

the theztre, banning of vulgarity from the stags, foolish admiraticn,
work, writing and living, seeking gain, believable stories, vrofit

and plsaswre, vavd-nable flaws, friendly cxitic, Orpheus, Amphion,

[38]

strife anmong writers, nature and art, flattercrs, acceptance of

2

criticism, crazy voets, psrsistent dars of their own works to

others. Pops's indevendence from Boileau is inversely vnroocrtional
to Boileau's devendence on Horace. Pops used both sources. His
knowledge of Latin was unquestionable, and he could rsad and understand

1y

tell Ars Postica in the original., His imperfect knowledge of Fronch,

-

in whieh -language he was nevertheless able to rzad, led hinm to using
L'Art Podtique bot“ in the original and a tranzla tion or translations.

An aspiring young nost, eager to learn through imitation; must have

7
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madz notes while he read and must have used 2)) the available sources

for his writing. In John Butt's Imitations of Horace, loocking at

the teble of contents, one antomatically sezrches for Ars Poetica,
But it is not there, and it cannot be, becavse it was not the

only source for An Essav on Criticism either.

Justifying strikingly the often repez ated well-known view,
the style betrays the man , the basic character traits of thé
two compared auvthors come to a marked relief in their two works
concerned. Although both men are ambitious, Boileau shows more
modesty than Pope. He stresses'morality riore vigorously than the
English avthor, but links it up with the establishment; he draws

shayp distinction between literature and vornography. He is
unquestionably religious, and bans Christian themss from literature
for fear of their desecration. On the other hand, in religion
and moralily, Pope manifests a wmors questioning nmind.

Boileau is msre direct and praecticel in his advice, Pope more
poetic., Consequently,. Boileau will use wmore avnostrophe, but less
imagery than Pope. Boilezu's very subjecct of voctry suggests a nove
positive approach, while Pope's theme of criticism exploits more of
the negative possibilities of approachs.

If we followed the varallel up, it should lead us to more sense
in Boileau, and more form in Pope. DBut the distinction is not
simplo; Boileau pays more atisntion to versification, st the expense
of a clear literery expressions Pope,'in versification, subjugates

the form to the sense. The French voet fights against ugly sounds
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as such, Pope against sound without sense. Boileau's verses are
inmpsccable, with hemistichs and as few enjambments as possible;
half of his rhymes ere rich, none less than exact. On the contrary,
Pope docs not mind enjawmbments inside couplets; his courlets do
nol imvsde his thoughts; he uses wbrd stresses and contractions to
suit his ideas; his approximste rhymes also enhance the free flow
of thoughts, the most frequent rhyme words hammer home the Doet'é
message, the feminine endings themselves have a special vurpose.
Boileau defends 1anguag§ for its own sake; Pove attacks too grezt
a concern abeut it only,

So in versification Bojloau does show more care for the form:
Pops for the sense. But the situation changes notably in imagery.

The two poets start off on their parallel tracks, uvsing mainly
the same themes, which are also Horace®s, but locking at them frowm

different angles. In versification, although both of

then exploit
thé classicist forms of their respsctive lilsrary and linguistic
traditions, their tracks go more apart: Boileau remains oﬁ the level
of a lreatise, somevhat encvmoervd by oo great a regard for the
form; Pove stresses the advantages of the sense. 1In imagery, more
than in anything else, Pope soars and leaves Boilesu behind,

So Byron's feeling as to the difference between the two voets,
as quoted in the Introduction, was right. And Clark is right:
"In character and in imaginative endowment rno two men could have
been further avart than Boileau and Popeé. In manliness, generosity,
and good taste Bolleau was as far above Pope as he was beneath him

in passion and imagination" (pp. 191-192), which clearly means
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that Pope is a greater poet than Boileau. A compatriot of Boileau's,

Antoine Adam, bhegins his Introduction to Boilesau's Oeuvres Comrpl2ies:

"Je should not anv more dream of seeing in Boileau one of the great
names of our literature" (p. ix).

A close textual examination, which sometimes bordered on a scilentific
procedure and made use of mathematics, has enabled me to come to
some surorising genéralizations. Arbitrary, unsubstantiated statenents
about Pons and Boileau have prompted me to study the texts concerned
in detail. So the orovosed examination of Boileau's Art Poétigue

as allegadly the main source for Pope's Essav on Criticism, has forced

me, on the basis of Boilsau's text itself, to reach for a further

source, Horace. Thus, as I hope, my thesis has eventually gained in

its comparative value. Let us use the mathematical languare again:

ths thesis presents the surface of an isosceless triangle, with Pops at

its basis, tavering up towards Boileau and Horace, and vpossible other
sources. It should be noted, however, thalt Bolleau nlays a more important
role in my examination only, althoush Horace, as it has been iﬁtimqted,
may have been Pope's greatsr source.

The texts have not led me to Poove's sources only, but also to the
two authors' characters as teachers, voets, and men.

It seems to me that the more individual literatures we study the
closer to the core of literature as art we may coms. Scholars have been
tryiné in vain to find a universally accented definition of what the
core is, because art appeals both to reason and heart. But the effort
to illumine with reason as much of art as possible is surely vpraiss-

worthy.
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I hope that the thesis has contributed a 1little stone to the
mosaics of comparative literature study in this particular field.
By this study of Boileau's and Pope's texts, and the atte-pt to subject
them to the critical and systematical appraisal of reason, the latter
voet has burst forth in 211 his glory, just because of his appeal to
the heart, to our sense of beauty, which nothing else but the text
itself can unfold. I am confident that the analysis has resulied in
a Pope that would be a great voet in any literary movement anywhere.
Nevertheless, we should not summarily discard Boileau as a noet either,
efen less so as a teacher. For instruction, one should surely resad

Boileau; for ovleasure, no doubl, Pope.
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