273 Handout 8            Song of Apollo 1                                                             PERCY BYSSHE SHELLEY
The sleepless Hours who watch me as I lie

Curtained with star-enwoven tapestries

From the broad moonlight of the open sky;

Fanning the busy dreams from my dim eyes,

Waken me when their mother, the grey Dawn,        5

Tells them that Dreams and that the moon is gone.

Then I arise; and climbing Heaven's blue dome,

I walk over the mountains and the waves,

Leaving my robe upon the Ocean foam.

My footsteps pave the clouds with ®re; the caves        10

Are filled with my bright presence, and the air

Leaves the green Earth to my embraces bare.

The sunbeams are my shafts with which I kill

Deceit, that loves the night and fears the day.

All men who do, or even imagine ill                                 15

Fly2 me; and from the glory of my ray

Good minds, and open actions take new might

Until diminished, by the reign of night.

I feed the clouds, the rainbows and the ¯owers

With their aetherial colours; the moon's globe                  20

And the pure stars in their eternal bowers

1. Written for the opening scene in Mary Shelley's verse drama Midas. Apollo, god of the sun, of healing,and of poetry and the other arts, sings this serenely Olympian hymn in a contest with Pan, the goatlike deity of ¯ocks, forests, and wildlife. In the play old Tmolus, a mountain god who judges the contest, awards the prize to Apollo; when Midas, a mortal, objects, preferring Pan's song of earthly desire, passions, and suffering,Apollo af®xes on him ass's ears.

2. Flee from. http://www.wwnorton.com/college/english/nael/noa/pdf/shelley_p.pdf
      Gothic literature can be defined as writing that employs dark and picturesque scenery, startling and melodramatic narrative devices, and an overall atmosphere of exoticism, mystery, and dread. Often, a Gothic novel or story will revolve around a large, ancient house that conceals a terrible secret or that serves as the refuge of an especially frightening and threatening character. Despite the fairly common use of this bleak motif, Gothic writers have also used supernatural elements, touches of romance, well-known historical characters, and travel and adventure narratives in order to entertain their readers. (Apply these elements to Frankenstein.)
In England a literary or "closet" drama, entirely unsuited to stage production, sprang up. It listed in its annals such names as Wordsworth, Coleridge, Byron, Shelley, Swinburne, Browning, and Tennyson. It was not until the latter part of the century that the English stage again showed signs of life with the advent of Henry Arthur Jones, Sir Arthur Wing Pinero, and Oscar Wilde.
https://maktoob.search.yahoo.com/search;_ylt=Am5WklRTf_E2thAJQ2M7n6rDx7p_?p=a+romantic+play+from+19th+century+in+english&toggle=1&cop=mss&ei=UTF-8&fr=yfp-t-721&fp=1
“The Power of Words : A Study of English Romantic Drama 

                         Sema Taskin     Hacettepe University                                                                                    …  Firstly, although these  { romantic} poets had so little direct connection with the theatre - with the exception of Byron - the quantity of plays is quite surprising. Secondly, most of the plays were not intended for the theatre; they were Closet drama though it was accepted that theatre was wildly popular at that time. Thirdly, the poets, though disillusioned, never gave up writing plays when their plays which were intended for the theatre were refused by Covent Garden and Drury Lane.                                                           Then comes this question: Why did the Romantics write plays especially Closet drama? The Romantic approach to drama was that theatre embodied and enabled national unity by arousing patriotism, morality and sympathetic identification (Watkins 5). If the contents of the plays are taken into consideration, in an age of revolutions, such plays can easily serve this purpose. This can be a satisfactory answer for their preferring to write plays; but why Closet drama?                                                                                                                              
A Licensing Act governed the period between 1737-1843, and Drury Lane and Covent Garden which were England's two prestigious theatres, were the only ones permitted to produce legitimate drama from September through June; these theatres were politically controlled and censored. Although most of the Romantics sent their plays to these two theatres hoping to see them on the stage, they were well aware of the fact that because of the political and the social contents of their plays, this was not likely to be possible. As a. result of this, Closet drama was the best genre for their purpose to express revolutionary themes within an artistic framework. The plays were staged in the theatre of the mind. They believed that the act of reading was a creative process, an intellectual journey of discovery not subject to the distortion of sensory appeal that the spectacle of staging presented. Thus, the drama was more effectively staged in the reader's minds than in any auditorium (Heller 37-42). The mind is a kind of theatre, where several perceptions successively make their appearance. So the Romantics preferred the imaginative and exploratory opportunities reading a text offered: the mental theatre rendered impressions of some external reality during the reading process; the experience of reading drama stimulated actively imaginative responses more fully than seeing a performance- They accepted reading as a theatrical activity. They found within their own minds the drama that they fashioned into a literary experience which could be apprehended only privately by an individual reader (Webb 40-45). …”
 http://warlight.tripod.com/sema.html                                                                          
273 Handout 9                  HEAVEN AND EARTH
(A monologue from the play by Lord Byron 1788-1824)
AHOLIBAMAH: Let them fly! 

I hear the voice which says that all must die, 

Sooner than our white-bearded patriarchs died; 

And that on high 

An ocean is prepared, 

While from below 

The deep shall rise to meet heaven's overflow. 

Few shall be spared, 

It seems; and, of that few, the race of Cain 

Must lift their eyes to Adam's God in vain. 

Sister! since it is so, 

And the eternal Lord 

In vain would be implored 

For the remission of one hour of woe, 

Let us resign even what we have adored, 

And meet the wave, as we would meet the sword, 

If not unmoved, yet undismay'd, 

And wailing less for us than those who shall 

Survive in mortal or immortal thrall, 

And, when the fatal waters are allay'd, 

Weep for the myriads who can weep no more. 

Fly, seraphs! to your own eternal shore, 

Where winds nor howl nor waters roar. 

Our portion is to die, 

And yours to live for ever: 

But which is best, a dead eternity, 

Or living, is but known to the great Giver. 

Obey him, as we shall obey; 

I would not keep this life of mine in clay 

An hour beyond his will; 

Nor see ye lose a portion of his grace, 

For all the mercy which Seth's race 

Find still. 

Fly! 

And as your pinions bear ye back to heaven, 

Think that my love still mounts with thee on high, 

Samiasa! 

And if I look up with a tearless eye, 

'Tis that an angel's bride disdains to weep,— 

Farewell! Now rise, inexorable deep!                                                 1823                      
http://www.monologuearchive.com/b/byron_008.html
 In Heaven and Earth (1823), Byron's shortest play, he focuses on the unrequited love of Japhet, the son of Noah, for Anah, who has been seduced by an angel. Angered by this illicit and impious behavior, God brings a flood as retribution. Critics identify the central themes of the play as the effects of divine justice and the fall of man.

Critical Reception
While Byron's verse plays have been overshadowed by his nondramatic poetry, in recent decades critics have begun to examine thematic and stylistic aspects of his dramatic oeuvre. Critics have noted that, like his poems, Byron's plays frequently contain autobiographical elements, and have drawn parallels between Byron's own controversial and exceptional nature and the qualities of the classic Byronic hero, a defiant yet guilt-ridden protagonist who rebels against the strictures of conventional society to follow his own value system. Furthermore, as many of his dramas feature heroes who have been exiled or persecuted for their actions, many scholars have perceived his plays to be explorations of his own scandalous and colorful experiences. Political and social themes—such as ideology, class allegiance, and the effects of violence—have been identified as central to Byron's plays. Commentators have also examined the evolution of Byron's drama, tracing his experimentation with plot, theme, and character in his works, and assessing the impact of the radical developments in German drama on his historical plays. Other critics have investigated the influence of Shakespeare and Milton on Byron's plays as well as his place within the tradition of British Romantic drama.http://www.enotes.com/topics/lord-byron/critical-essays/lord-byron-critical-essays-drama William Blake

	The Songs Of Innocence                    “The Divine Image”  p.47

To Mercy Pity Peace and Love, 
All pray in their distress: 
And to these virtues of delight 
Return their thankfulness. 

For Mercy Pity Peace and Love, 
Is God our father dear: 
And Mercy Pity Peace and Love, 
Is Man his child and care. 

For Mercy has a human heart 
Pity, a human face: 
And Love, the human form divine, 
And Peace, the human dress. 

Then every man of every clime, 
That prays in his distress, 
Prays to the human form divine 
Love Mercy Pity Peace. 

And all must love the human form, 
In heathen, turk or jew. 
Where Mercy, Love & Pity dwell, 
There God is dwelling too. 


	The Songs of Experience 

‘The Divine Image’ p.59

Cruelty has a human heart,

And Jealousy a human face;

Terror the human form divine,

And Secrecy the human dress.

The human dress is forged iron,

The human form a fiery forge,

The human face a furnace sealed,

The human heart its hungry gorge. 

     Work Without Hope

 All Nature seems at work. Slugs leave their lair--
The bees are stirring--birds are on the wing--
And WINTER slumbering in the open air,
Wears on his smiling face a dream of Spring !
And I, the while, the sole unbusy thing,
Nor honey make, nor pair, nor build, nor sing.

Yet well I ken the banks where Amaranths blow,
Have traced the fount whence streams of nectar flow.
Bloom, O ye Amaranths ! bloom for whom ye may,
For me ye bloom not ! Glide, rich streams, away !
With lips unbrightened, wreathless brow, I stroll :
And would you learn the spells that drowse my soul ?
WORK WITHOUT HOPE draws nectar in a sieve,
And HOPE without an object cannot live. 
         Samuel Taylor Coleridge
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