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INTRODUCTION 

Many literary critics have noticed similarities 

between various works of Henry Fielding and of Lord Byron. 

Most critical comments have focused upon parallels between 

Fielding's novels Joseph Andrews and Tom Jones and Byron's 

long poem Don Juan. Typically, Fielding's influence upon 

Byron has been seen in the theory and practice of the comic 

epic, the use of digressions as a narrative technique, the 

satire of society and politics, and the characterizations 

of Tom Jones and Don Juan. As yet, little has been done 

with Fielding's influence upon other works of Byron or 

with the development of Byron's interest in Fielding. 

The purpose of this introduction is to define the 

limits of the study, first, by summarizing what is already 

known and, then, by suggesting several areas in which 

additional investigation might be fruitful. The following 

survey of previous critical observations has been divided 

into three categories: characterization, style, and therae. 

The concluding section briefly enumerates the areas of 

study which will be developed in subsequent chapters. 

Characterization in "Tom Jones" and "Don Juan" 

In discussions of Henry Fielding's influence upon 

Byron, literary critics have generally agreed that the 



raost obvious similarity between the two writers is found 

in the characters of Tom Jones and Don Juan. Subjects of 

scholarly comment have ranged from the sensuality of the 

two young men to the inadequacies of their forraal educa-

tion and their subsequent intellectual growth. The most 

coramon areas of agreement have been that both characters 

share sensuality, passivity, and innate goodness. 

Although Don Juan's sexual escapades were con-

demned by Byron's contemporaries, om Jones was recognized 

as a precedent for such episodes. Paul G. Trueblood quotes 

The British Critic of August, 1823« "With the character 

of Juan, . . . we have no more quarrel than with that of 

Tom Jones, or any other child of passion and impulse." 

According to V/illis W. Pratt, the reviewer "Odoherty" 

reached a similar conclusion in Blackwood's Magazine of 

September, 1823« "Defending its morality, he ["Odoherty"] 

says, 'ln point of fact, it is not within fifty miles' of 

Tom Jones or Voltaire, and is less obscene than 'pious 
2 

Richardson's pious Pamela.•" In later scholarly studies. 

As quoted by Paul G. Trueblood, The Flowering of 
Bvron's Geniust Studies in Bvron's "Don Juan" (Stanford. 
Cal.: Stanford University Press, 19^5; rpt. New York« 
Russell & Russell, I962), p. 53« 

2 
As summarized in Truman G. Steffan and Willis W. 

Pratt, eds., Byron's "Don Juan". Vol. I: The r.laking of a 
Masterpiece. by Truman G. Steffan? Vols. II-III: A Vario-
rum Edition; Vol. IV: Notes on the Variorum Sdition. by 
Willis W. Pratt {k vols.; Austin: University of Texas 
Press, 1957)» IV, 3O8 (hereafter referred to as Steffan and 
Pratt). 
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the comparison to Tom Jones has remained a popular one; and 

passion and impulse have continued to be seen as the key 

points of similarity. For example, Ronald Bottrall sees 

in both Tom Jones and Don Juan "the natural man who acts 

according to impulse"; any evil to be found in either 

character "is mainly sexual."-̂  Elizabeth F, Boyd states 

that both characters act "instinctively" and from "hot-

blooded impulses." Andrâs Horn observes: "This frailty 

of a Jones or a Juan springs, besides their amorousness, 

from a weakness of will, from an inability to control their 

desires."^ 

In addition to his sensuality, Don Juan's pas-

sivity has also interested the critics. Since Byron 

obviously strayed from the traditional sources of the Don 

Juan story, other precedents have been sought. Some 

scholars have selected Voltaire*s Candide as the model, but 

others have preferred Tom Jones. Trueblood writesi 

Byron deliberately altered the traditional Don's 
character and made him the innocent victim of 

-̂ Ronald Bottrall, "Byron and the Colloquial Tradi-
tion in English Literature," Criterion. XVIII (1939)t rpt. 
in M. H. Abrams, ed. , English RoTnantic Poets: Modern Sssavs 
in Criticism (New York: Oxford University Press, I96O), 
p. 220. 

Slizabeth F. Boyd, Bvron's "Don Juan": A Critical 
Studv (New Brunswick, N.J.: Rutgers University Press, 
19^5î rpt. New York: Humanities Press, 1958), p. 38. 

^András Hom, Bvron's "Don Juan" and the Eighteenth 
Centurv English Novel. Swiss Studies in English (Berni 
Francke, 1962),p. 10. 



womankind, "more sinned against than sinning," 
a handsome, winsome, beloved rogue, like Fieid-
ing's Tora Jones.o 

Hom also corapares Juan's passivity with that of Tom Jones, 

suggesting that it is a natural result of both characters* 

weakness of will. He continuesi 

This passivity is a circumstance which does much 
to mitigate their frailty: they cannot at least 
be accused of having premeditatedly embarked upon 
masculine adventures of conquest. They are, in 
short, none of them Don Juans.7 

In the views of most modem critics, the passion 

and impulsiveness of Juan and Jones are balanced by their 

generosity and humajiity. Boyd says that Tom Jones acts 

"instinctively according to his innate goodness" and that 

Don Juan's "innate good disposition carries him through 

every trial." Hom makes a similar assertion: "And they 

are good. Not only in the sense that they never mean harm 

to anyone, but positively, too: they are benevolent, ever 

ready to help those in distress." As examples, Hom 

suggest Juan's saving the orphan Leila and Jones's assistance 
9 

to the would-be highwayman, Anderson.'̂  

The gaps in Don Juan's education and their effect 

upon hira have also been suggested as parallels to the 

Paul G. Trueblood, Lord Bvron. Twayne's English 
Authors Series (New York: Twayne Publishers, Inc, I969) t 
p. 97. 

7 8 
'̂ Horn, pp. 10-11. Boyd, p. 38. 
^Hom, p. 11. 
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situation and character of Tora Jones. After discussing 

Donna Inez' systera of educating her son, George M. Ridenour 

concludesi 

The altemate severity and laxity tended to can-
cel each other out (like Fielding's Thv/ackura and 
Square), so that when Don Juan goes out into the 
world he has to deal with it (like Tora Jones) 
with his own natural resources.^O 

Boyd also feels that both young men are the victiras of 

fallacious educational theoriesi 

As far as truth to nature goes, this character-
ization of the late-adolescent boy, especially 
of one who had been brought up in the cloistered 
manner Juan had, seems highly credible. The 
formal education of Tom Jones was neutralized 
by the intellectual quarrels of his tutors, and 
he was cast into life to act instinctively accord-
ing to his innate goodness. Juan, likewise, re-
leased from the rigid and meaningiess govemance 
of his mother, may be expected to show a combin-
ation of numb bewilderment and instinctive ani-
mal courage.^^ 

The question of Don Juan's maturation has been 

disputed by Boyd and Hom. In a continuation of the 

passage cited above, Boyd implies that Juan and Jones 

develop in similar ways. Juan, like Jones, "learns dis-

cretion and worldly wisdom," and he "shows at the end of 

the poem that he is ready to consider more seriously his 
„12 

own behavior and the deeds and professions of others. 

^ George M. Ridenour, The Stvle of "Don Juan, 
Yale Studies in English, Vol. 1^^ (New Haven: Yale 
University Press, I96O), p. II9. 

^^Boyd, p. 38. 

^^ bid. 
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Hom believes that Juan raay deraonstrate some developraent, 

but not in the sarae way that Tora Jones doesi 

In contrast to Tom Jones and Amelia. Don Juan 
is obviously . . . no picturing of a developraent 
in the course of which the individual, by taking 
wrong paths and being met by attending evils, 
is eventually led towards the ideal. 

Hom feels that Tom Jones grows towards the ideal, while 

13 

Don Juan grows away frora it. -̂  

A final similarity between the two characters is 

one which does not lend itself readily to an argument for 

literary influences. As Boyd observes: "Juan, in fact, 

is as much the young Byron as Tom Jones is the young 

Fielding." Though Byron followed Fielding's practice m 

this respect, we can hardly suppose that he was indebted 

to anyone else for the use of autobiographical material. 

The Stvle of "Don Juan" 

Don Juan represents an obvious departure from 

Byron's roraantic style, but it is not a neo-classical work, 

either. Attempting to categorize its style, literary cri-

tics have suggested such precedents and influences as the 

colloquial tradition, the picaresque novel, and the Italian 

jocose epic. Most critics have agreed that Fielding played 

a substantial role in shaping the style of Don Juan. pro-

viding a precedent for the extensive use of digressions. 

^^Hom, p. l^. 

"• Boyd, p. 38. 
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and contributing a theory of the com.ic epic, as formulated 

in the preface to Jose-ph Andrews. 

Our recognition of Byron's place in an English 

colloquial tradition is indebted to Ronald Bottrall's 

well-known article on the subject. Bottrall is principally 

concerned with the colloquial styles of Dryden, Pope, and 

Byron; he gives only one paragraph to Fielding's contribu-

tion. -̂  Following Bottrall's lead, Boyd mentions Burton, 

Swift, and Steme as "colloquial stylists" who influenced 

Byron; but she also gives Fielding a more prominent 

position than Bottrall does: 

Fielding particularly furnished Byron with raodels 
for Don Juan. not only in the character of his 
hero, in the suggestion of the managerial author, 
and in many a mock-heroic flourish and comic-epic 
legislation, but in the gentlemanly and scholarly 
style.l6 

Paraphrasing Boyd, Trueblood states that Fielding was a 

precedent for Byron "in epic intention, in the character 

of the protagonist, in the showman-narrator technique, in 

purposeful digression, and in urbanity of style." In a 

later passage, he suggests that Bottrall might have given 

more serious consideration to the influences of Fielding 

17 and Steme upon Byron's colloquial style. M. K. Joseph 

asgertsi 

^The brief discussion of Fielding occurs on p. 219« 

Boyd, pp. 5^'55'f and elsewhere, e.g., p. 46. 
17 
^Trueblood, Lord Bvron. pp. I36, 154. 
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The "colloquial tradition" is not only a literary, 
but a social one; it is the expression of that 
quality which Byron admired in Fielding—"the 
man of education, the gentleman, and the scholar, 
sporting with his subject."^° 

An interesting sidelight to this discussion is 

Truman G. Steffan's belief that the colloquial style 

failed Byron in at least one instance. Alluding to the 

harem adventure of Canto VI, Steffan assertsi 

The situation was one that Chaucer or Fielding 
might have romped v/ith, but Byron decided to 
play it with a sniggering reticence that has 
the curious narrative effect of skeletonizing 
the situation into a funny little anecdote.l9 

Despite his apparent dislike of this particular episode, 

Steffan and his collaborator, Willis W. Pratt, have done 

raore than any other recent critics to enhance Byron's liter-

ary reputation. Steffan clearly shows that Byron's collo-

quial style is a deliberate and controlled artistic effect. 

Furtherraore, his denial of Fielding's influence in one 

episode raay imply its presence elsewhere; thus, his state-

ment does not necessarily contradict the views of Boyd, 

Trueblood, and Joseph. 

Some critics have identified Fielding with the 

picaresque qualities in Don Juan. Ridenour seems to 

consider Tom Jones a picaresque novel, for he writesi 

"Fielding's Tom Jones is a book Byron knew well and with 

18 
M. K. Joseph, Bvron the Poet (London: Victor 

Gollancz Ltd., I966), p. I90. 
^^Steffan and Pratt, I, 217. 



which, as with the picaresque tradition in general, Byron's 

20 poem has evident connection." Boyd also implies that the 

picaresque novel and the "coraic epic in prose" are one and 

21 

the sarae. Horn disagrees on this point. He distinguishes 

between the two genres and argues that the picaresque ele-

ments in Don Juan may be attributed to the influence of 

Sraollett.̂ ^ 

In addition to having a colloquial style with 

picaresque elements, Byron's Don Juan also makes extensive 

use of digressions. Here again, Fielding has been sug-

gested as a precedent. Claude M. Fuess notes the similar-

ity of Byron's digressions to the "personal paragraphs and 

short essays which Fielding and after him Thackeray, were 
23 

accustomed to insert in their novels." ̂  As an influence 
upon the digressions, most critics link Fielding's name 

with that of one or more other writers. Joseph statesi 

Byron read Fielding as a model of form for a 
mock-epic in a realistic contemporary setting, 
with the author licensed to intervene and dis-
cuss both the form and content of the work with 
his readers. He also admired him for the way he 
handled "low" material without descending to 
vulgarity. 

^^Ridenour, p. l45. ^^Boyd, p. 44. 

^%om, pp. 49ff. 

-̂ Claude M. Fuess, Lord Bvron as a Satirist in 
Verse (New York: Columbia University Press, 1912; rpt. 
New York: Russell & Russell, 1964), as quoted in Steffan 
and Pratt, IV, 53-54. 
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He adds that comic digression 

is a method already implicit in the comic epic, 
and Fielding's introductory chapters in Tom Jones 
had already mastered it in prose, claiming the 
right to comment as he pleased on life and liter-
ature. 

But Joseph concludes by insisting that Sterne "provided 

Byron with an example of digression used even raore 

pervasively and informally, as a major part of the struc-

24 ture of the book." Trueblood adds still a third source 

for the digressions: "The Italian comic writers and 

Fielding and Sterne had provided Byron with the example 

of digression used for the author's comment on literature 

and life." ^ Taking a minority viewpoint, Horn eliminates 

Fielding and the Italians from the list and argues that 

Sterne should be considered the principal influence upon 

26 
the digressions in Don Juan. 

Most stylistic studies of Don Juan have centered 

upon the coraic epic as a genre. In his preface to Joseph 

Andrews. Fielding had described the purpose of the comic 

epic as the portrayal of the ridiculous, which he defined 

as affectation proceeding from vanity or hypocrisy. He 

added that the ridiculous gives the reader greater surprise 

and pleasure "when the affectation arises from hypocrisy 

^^Joseph, pp. 187, 195. 

^Trueblood, Lord Bvron. p. 152. 

^^Hom, pp. 28-48. 
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than when from vanity." With few exceptions, the 

critics have agreed that Fielding's theory and practice of 

the comic epic contributed significantly to Byron's con-
ception of it. 

As early as 1825, an anonyraous reviewer regarded 

Don Juan as "the finest exaraple of coraic poetry ever pro-

duced" and placed it in the sarae tradition as Gil Blas. 

Tom Jones. and Henrv IV. Ever since, Fielding has 

regularly been included in the catalogues of comic-epic 

precedents. Joseph, for example, lists the followingi 

Homer, Ariosto, Cervantes, Fielding, Scott—five 
great demonstrations of the view that life is to 
be seen as epic, whether tragic or comic, and as 
a tragic-comic pageant, in all its inexhaustible 
variety. These have an obvious and abiding influ-
ence on him CByron].29 

Joseph adds that Don Juan is a blend of "the tradition of 

Fielding and Steme with that of the Pulcian and Bernesque 

poem." He finds the overall effect of this mixture to be 

strongly reminiscent of Fieldingi 

The effect of "epic satire," it has been suggested, 
is to exalt, rather than to debase like the mock 
heroic; in Fielding's comic prose epic, Tom Jones 

27 
In The Gom )lete Works of Henrv Fielding. Ssq. . ed. 

by William Emest Henley, et al. (16 vols. ; New York: 
Grosscup and Sterling, 1903; rpt. New York: Bames & Noble, 
Inc., 1967), I, 21-22. 

Bvroniana; Bozzies and Piozzies (London, 1825)» 
as quoted in Samuel C. Chew, Bvron in England: His Fame 
and After-Fame (London: John Murray, 1924; rpt. New Yorki 
Russell & Russell, I965), p. 43. 

^^Joseph, pp. 187-88. 
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is not belittled or bemonstered as the victims of 
the Dunciad are.30 

Boyd also views Byron's version of the comic epic as a 

mixture of several ingredients. She states that Don Juan 

combines elements of the classical epic with the Italian 

jocose epic and "the picaresque novel, named by Fielding 

'comic epic in prose.'" Toward the end of Canto I, Byron 

had written "ray poem's epic"; Boyd says that he "meant it 

as sincerely as Fielding meant his declaration of epic 

31 

pretensions in Joseph Andrews." 

Unlike Boyd and Joseph, Robert F. Gleckner sees 

Fielding's theory of the ridiculous as a point of dis-

similarity between Byron and Fielding. In a discussion 

of Beppo. Gleckner suggests that Byron's comedy is basically 

more serious than Fielding'si 
The confusion of tone and matter produces not 
merely irony, though the poem certainly has much 
of that, but a pattern of laughter and serious-
ness which goes considerably beyond, let us say, 
Fielding's idea of the ridiculous and the absurd, 
or a mere burlesque of human foibles. . . . Such 
comedic "correction" is but a inask for the pro-o^ 
phetic voice of doom which underlies the whole."̂  

Trueblood not only disagrees with Gleckner, he goes a step 

farther than Boyd and Joseph. In his study of Don Juan. 

Trueblood suggests that Fielding may have been the predomi-

^^Joseph, pp. 208, 266. ^^Boyd, pp. 44, 34. 

-̂ R̂obert F. Gleckner, Bvron and the Ruins of Para-
dise (Baltimore: Johns Hopkins University Press, 1967)» 
pp. 304-305. 
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nant influence upon Byron's conception of the comic epici 

In his preface to Joseph Andrews Fielding announced 
a design of "A Comic Epic Poem in Prose." Perhaps 
Byron thought of tuming it back into poetry again. 
At least one might almost describe Don Juan (except 
for Byron's self-portraiture) as Fielding in verse 
applied to a different age.33 

In a later work, Trueblood again suggests the same ideai 

Byron profoundly admired Fielding whom he called 
the "prose Homer" and whose Joseph Andrews. Field-
ing's "comic epic in prose," he may have thought 
of as a model for his own poetic mock-epic in a 
realistic contemporary setting.^^ 

These critical statements amply demonstrate the 

diversity of scholarly views conceming Byron's style and 

the models for that style. Some critics would place Don 

Juan in a European tradition, stressing its debt to the 

picaresque novel or to the Italian jocose epic; others 

emphasize its English models in the English colloquial 

tradition or in Fielding's theory of the comic epic. 

Trueblood believes that Fielding's influence has not been 

sufficiently recognized, while Steffan and Gleckner imply 

that this influence has already been overstated in some 

respects. But in the views of most critics, Fielding 

must be recognized as one of several important influences 

upon Byron's comic style. 

-̂ -̂ Trueblood, The Flowering of Bvron's Genius. p. 23« 

34 
•̂  Trueblood, Lord Bvron. p. 137. 
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Thematic Relationships Betweei> 
Fielding and Byron 

Most early reviewers of Don Juan strongly condemned 

the poem's sexuality, but some acknowledged the precedent of 

Fielding as a partial justification. Francis Jeffrey dis-

liked it, not for its ribaldry alone, but for its mixture 

of ribaldry and skepticisra with sentiraent and piety. Jef-

frey added that Byron 

is not more obscene, perhaps, than Dryden or 
Prior, and other classical and pardoned writersi 
nor is there any passage in the history even of 
Don Juan so offensively degrading as Tom Jones's 
affair with Lady Bellaston.35 

William Maginn took a more positive attitude than most of 

Byron's other contemporaries: 

And after all, say the worst of Don Juan. that 
can with fairness be said of it, what does the 
thing amount to? Is it more obscene than Tom 
Jones? Is it more blasphemous than Voltaire's 
novels? In point of fact, it is not within fifty 
miles of either of them: and as to the obscenity, 
there is more of that in the pious Richardson's 
pious Pamela, than in all the novels and poems 
that have been written since.-̂ ° 

As might be expected, raodern critics have made 

fewer objections to Don Juan's sensuality. They still 

^^"Lord Byron's Tragedies." The Edinburgh Review. 
XXXYI (Feb. 1322); rpt. as "Lord Byron." in Jeffrev's Essavs 
from the Sdinburgh Review. Vol. I: English Poets and Poetry 
(London: Routledge, n.d. [copyright page torn out]), p. 127» 

?6 
^ "Odoherty on Don Juan. Cantos IX, X, atnd XI,* 

Blackwood's Edinburgh Magazine. XIV (September 1823)» as 
quoted in Trueblood, The Flowering of Bvron's Genius. 
pp. 63-64. 
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agree, however, that it reserables Fielding's work in this 

respect. After discussing the neo-classical background of 

Don Juan. William J. Calvert concludes, "Even its licen-

tiousness links it with Pope, Johnson, and Fielding, and 

opposes it to the newer and more finicky school."-^' H. J. C. 

Grierson sees Fielding, Voltaire, and Swift as central 

influences upon Don Juan. Concluding his discussion of 

Swift's influence, he writes: "There is nothing in Don Juan 

resembling the morbid and revolting treatment of sexual life 

in Swift's poems and Gulliver's Travels." He addsi "Here 

Byron draws nearer to Fielding. Young men will love, and 

young love is probably the best thing life has to give."-̂  

The early reviewers felt that Byron was like 

Fielding because of his sensuality; modern critics are 

more likely to say that Byron is like Fielding because of 

his mixture of sensuality and morality. For example, 

Bottrall says: 

Byron has the same kind of moral seriousness as 
Fielding, but, like Fielding, though more obviously, 
he lacks the "idea of intense moral struggle" needed 
to give soraething beyond a virtuoso structure to his 
epic.39 

^^William J. Calvert, Bvron: Romantic Paradox 
(Chapel Hill, N.C.: University of North Carolina Press, 
1935; rpt. New York: Russell & Russell, I962), p. 209. 

^®H. J. C. Grierson, "Byron and English Society," 
in Walter A. Briscoe, ed., Bvron. The Poet (1924; rpt. New 
York: Haskell House Publishers, Ltd., 196?)» pp. 80, 82-83-

^^Bottrall. p. 219. 
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Trueblood puts it more simplyi "Byron was right in assert-

ing that Don Juan was as raoral as the works of Fielding, 

40 Smollett, Ariosto, and others." Like Trueblood, Joseph 

mentions Fielding as one of several moral precedents for 

Don Juan. He says that Don Juan is like the novels of 

Fielding and Cervantes, in that it is fiction which "deals 

41 in general human truth." In a later chapter, he adds 

that Byron saw "moral greatness" in Samuel Johnson and "in 

his masters, Pope and Fielding." Byron regarded Pope, 

Fielding, Johnson, and Voltaire as "the moralists of the 

42 'golden age.'" Finally, Joseph sees Byron's moral pur-

pose as the rationale for the digressions in Don Juan: 

To Byron the classicist, narrative is of value 
only so far as it illustrates the variety of human 
life and subjects it to the light of moral princi-
ple. In Don Juan. he brings to the romance epic 
the methods of Fielding, of Johnson and of Voltaire, 
exemplifying in the story various aspects of human 
experience and commenting on them through the per-
sona of the narrator. In this sense, Byron's re-
jection of "romance" is fundamental; and we are |̂~ 
perhaps just beginning to grasp its significance. 

Ridenour concurs with Joseph, but with qualifications: 

"Byron is and is not in the tradition of the eighteenth 

century." The author of Don Juan is "in an important 

sense a rationalist in the eighteenth-century tradition"; 

^^Trueblood, The Flowering of Bvron's Genius. p. 43. 

^Joseph, p. 240. 

^^lbid.. pp. 274, 279. 

^^lbjd., p. 302. 
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he shares with Fielding "an essentially Augustan reason-

ableness." But Byron diverges from Fielding on one major 

point. "If Fielding gives us implicitly a rationalized 

version of Miltonic providence, Byron most explicitly uses 

a secularized version of the rayth of the Fall as his basic 

organizing principle." Byron and Fielding share a confi-

dence in huraan reason; but, unlike Fielding, Byron sees no 

44 divine order in the universe. 

Ridenour's point is well taken. The religious 

skepticisra which pervades Don Juan is in striking contrast 

to the overall tone of Tom Jones and the other novels of 

Fielding. Nonetheless, the critical consensus is that 

Byron and Fielding do share a concem with "moral serious-

ness," "moral principle," or "general human truth." This 

general concem manifests'itself in the two authors' atti-

tudes toward specific problems, both social and political. 

Both writers condemn hypocrisy, pleading for a freer and 

more tolerant society. Both concern themselves with the 

education of young men, and both condemn what Elizabeth 

Boyd calls "the marriage market." Finally, both Fielding 

and Byron achieve their greatest eloquence in denouncing 

corruption in high places. 

Concerning hypocrisy in general, Calvert points out 

that Byron's concem for "free and frank speech" appeared 

44 
Ridenour, pp. 145-50. 



18 

very early in his career in "An Occasional Prologue," a 

poem which "was perhaps his first original contribution to 

the critical theory of his age." The attitudes represented 

in this poem "would probably have been the reaction of a 

Swift or a Fielding to the time." The same theme appears 

later in Hints from Horace. where Byron 

is uneasy and suspicious before the new refine-
ment of the stage, which bars frank subjects and 
strong language. . . . In the main he is follow-
ing his instinct for vigorous, manly, coarse 
expression, his hatred of ovemicety, and his 
impatience of restraint.^5 

Like Calvert, Bottrall sees the exposure of hypocrisy as a 

unifying theme in the major works of Byron and Fieldingt 

In both Tom Jones and Don Juan. the natural man 
who acts according to impulse is contrasted with 
the hypocrite, or the hypocritical society, which 
acts according to convention. . . . The evil of 
society is seen as a fundamental and rooted in-
ability to be honest and truthful, or to care for 
the individual human life.46 

In addition to their general dislike of hypocrisy, 

Byron and Fielding often gave similar specific examples. 

Boyd observes that Tom Jones's formal education is hypo-

critical, as is Don Juan's. Jones's education **was neu-

tralized by the intellectual quarrels of his tutors," while 

Don Juan is brought up under "the rigid and meaningless 
47 govemance of his mother. " ^ Byron and Fielding feel that 

society is especially hypocritical about marriage. Boyd 

'̂ Ĉalvert, p. 47. ^^Bottrall, p. 220, 

"̂̂ Boyd, p. 38. 
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points out that Canto XI of Don Juan contains "an essay on 

fortune-hunting mammas who entrap young heirs into marrying 

their daughters, 'making society a cattle fair,' a practice 

which 'produced in the end deceit amongst girls, and sus-
48 picion in young men.'" Suggesting Fielding's epistle T^ 

a Friend on the Ghoice of a Wife as one of Byron's sources, 

Boyd quotes a lengthy passage, including the followingi 

Women by Nature form'd too prone to 111, 
By Education are made proner still, 
To cheat, deceive, conceal each genuine Thought, 
By Mothers, and by Mistresses are taught.^9 

The most bitterly satirical section of Don Juan is 

clearly the Siege of Ismail in Cantos VII and VIII. Boyd 

points out that Byron made use of a rich variety of literary 

sources: Lucian, Juvenal, Lucretius, Shakespeare, Burton, 

Montaigne, Pope, Johnson, Shelley, and others. Burton is 

one of the principal sources, but Fielding is another. 

Boyd suggests that Fielding's Essav of True Greatness is 

"almost a miniature, a text, of Byron's Seige of Ismail." 

Other sources are Jonathan Wild. A Journev from This World 

to the Next. An Essav on Nothing. and Fielding's imitations 

of Lucian's Dialogues.-^ Fielding's satirical portrait of 

a "great man" in Jonathan Wild has also been suggested as 

a source for the highwayman incident in Canto XI. As 

Ridenour sees it: 

^^Boyd, p. 152. ^^lbid. 

^^ bid.. pp. 144-46. 
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Here there is not only an exposure of the seamy 
side of an ostentatiously free and moral nation, 
but there is accomplished playing with the notion 
of heroism . . . and the "great man" . . . much 
in the manner of Fielding in Jonathan Wild. "He 
from the world had cut off a great man, etc." 
The difference between a footpad and statesman, 
it is implied, is largely a matter of social ^^ 
convention (cf. the "sea-sollicitor" Lambro).'^ 

In general terms, the sensuality of Fielding's 

heroes and the underlying moral purpose of his novels have 

been seen as his principal thematic influences upon Byron. 

The most extensive discussion of these influences is to be 

found in András Horn's Bvron's "Don Juan" and the Sjghteenth 

Centurv English Novel. Horn's first chapter, "Social 

Morality: Fielding," is an attempt to give unity and 

coherence to observations such as those cited above by 

relating them to a general philosophy of "social morality," 

which Hom defines as "a morality regarding the social 

viewpoint as the only pertinent one when passing a moral 

judgment." Social morality "implies tolerance on the one 
M52 

hand, and active humanitarianism on the other." As Hom 

sees it, the social morality of Byron and Fielding explains 

the sensuality of Don Juan and Tom Jones. "It is their 

tolerance towards huraan frailty, towards the weakness of 

the flesh, that admits frail young men like Jones and Juan 

into their works and our sympathy." It is also social 

^ Ridenour, p. 113. 

^ Hom, p. 9« 
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morality which explains the innate goodness" of the 

protagonistst 

Actually, both their frailties and their good-
ness spring from a common root, from a universal 
sympathy with life and men, with the world at 
large, from a "warm constitution." Thus, frailty 
turns out to be coupled with their goodness, 
something to be taken into the bargain.53 

Horn believes that social morality also explains the 

satirical tendencies of Fielding and Byron, since the per-

son with a tolerant view of life will naturally disagree 

with the hypocritical intolerance of society at large.^ 

Horn also distinguishes several differences between 

Byron and Fielding. The first is what Horn describes as 

Fielding's "decreasing tolerance." Throughout Don Juan. 

Byron displays a consistently tolerant attitude toward 

sexual frailties. Horn iraplies that none of Don Juan's 

sexual escapades cause serious harm to himself or others. 

On the other hand, Fielding becomes less tolerant in each 

of his succeeding novels. In Joseph Andrews. he laughs at 

chastity; but in Tom Jones. sexual frailties are the 

principal source of the hero's problems. In Amelia. 

Captain Booth causes Fielding "almost completely to forego 

his tolerance."^^ Although Horn is generally correct, he 

overstates his case. In Don Juan. the illicit affairs 

certainly bring harm to Julia and Haidêe, at least. And 

^%om, p. 12. ^^lbid. . pp. 15-17 

^%bid.. pp. 12-13. 
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in Joseph Andrews. Fielding's overt ridicule of male 

chastity fails to conceal his underlying ambivalence toward 

the subject. Perhaps the real difference between the two 

authors is Byron's greater cynicism: he assumes that the 

average mortal will succumb to temptation. In contrast, 

Fielding stresses in Amelia the possibility of reformation 

through religious faith. In any case, Horn is correct in 

stating that Fielding's later works treat sexual affairs 

with little or no humor. 

In addition to their progressive divergence on 

sexual matters, Hom find differences in Byron's and 

Fielding's political attitudes. Although both held liberal 

views, Fielding was principally interested in bettering 

social conditions in England, while Byron was increasingly 

concerned with political oppression in Europe. Fielding 

invariably called for reform and strongly condemned attempts 

to overthrow the entire political system; on the other 
57 

hand, Byron finally saw no remedy short of revolution.^' 

In the final section of his essay, Horn points out 

that many of the points of resemblance between Fielding 

and Byron must be regarded only as similarities, not as 

^^For a similar assessment, see The Works of Lord 
Byron; Poetrv. ed. by ̂ rnest Hartley Coleridge (7 vols.; 
London: John Murray, 1898-1904; rpt. New York: Octagon 
Books, Inc, 1966), VI, xviii (hereafter referred to as 
Poetrv). 

^"^Hom, pp. 18-20. 
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influences. The concepts inherent in social morality were 

part of the intellectual atmosphere of the early nineteenth 

century. They may be found in the works of Shaftesbury, 

Hutcheson, and Hume; and they exist in one form or another 

in the Declaration of 1789» in Deism, in Methodism, and in 

Evangelicalism. Hom concludes that Fielding's principal 

influence upon Byron's liberalism may be that he "opened 

up vistas of its literary realization."^ Although Hom 

is partially correct, the present writer feels that he 

concedes too much. A study of Byron's correspondence 

clearly reveals his growing interest in Fielding and offers 

strong confirmation that his parallels of Fielding are 

59 indeed the result of a direct influence. 

Origjnal Contributions of the Present Study 

Although Fielding's influence upon Byron has been 

appreciated by many critics, the subject is far from being 

exhausted. Virtually all discussions of Fielding and Byron 

have been concerned exclusively with the forrr.er's influence 

upon Don Juan, Among literary critics, only Calvert has 

found echoes of Fielding in any of Byron's other works, 

namely, in "An Occasional Prologue" and in Hj.nts frpm 

Horace. Although Gleckner mentions Fielding in his analy-

sis of Beppo. he concludes that the poem does not exhibit 

^ Hom, pp. 20-25. 

^%ee below, Chap. I I , pp. 63 f f , , esp. pp. 75*76 
and 89-92. 
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Fielding's characteristic manner. So far as the present 

writer has been able to discover, only E. H. Coleridge has 

so much as mentioned Fielding's influence upon The Vision of 

Judgment. despite Byron's allusion to Fielding in his 

preface to this work. To some degree, this tendency is to 

be expected, for Fielding's influence appears more strongly 

in Don Juan than in any other of Byron's works. Even so, 

previous scholarly work has presented only a partial view 

of Fielding's impact upon Byron's thought. 

An important reason for this failure of critical 

perception is the absence of a chronological study of the 

growth of Byron's interest in Fielding. The attempt to 

supply this deficiency forms one of the principal justifi-

cations for the present study. Chapter I will reveal 

Byron's nascent interest in Fielding through a study of 

Byron's early letters and poems. The principal scholarly 

contribution of this chapter is the discovery that Fielding's 

burlesque Tom Thumb was surprisingly popular in the early 

nineteenth century and that it was the cause of Byron's 

initial interest in Fielding. Chapter II will continue to 

trace Byron's growing interest in Fielding through the 

middle period of Byron's career. Although the Oriental 

tales show little of Fielding's influence, Byron's letters 

during this period establish approximate dates for his 

reading of Fielding's novels. Furthermore, the letters 

^^Poetrv. IV, 518-19» n. 
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clearly reveal Byron's increasing appreciation of Fielding's 

observations of human nature and of certain of his literary 

techniques. This chapter is especially important in demon-

strating the selectiveness of Byron's study of Fielding. 

Allusions to many of Fielding's typical phrases, situations, 

and characters recur throughout Byron's letters, while many 

other characters and situations are never once alluded to. 

In Tom Jones. for example, Byron was especially fond of the 

comic characters Partridge and Mr. Square, but his letters 

contain no references whatsoever to Tom Jones, or Sophia, 

the protagonists of the novel. It must be concluded that 

Byron studied Fielding for his comic portrayals of human 

nature; before 1821, at least, Byron was nearly oblivious 

to Fielding's serious themes. This finding has important 

implications for the subsequent study of Fielding's influ-

ence upon Don Juan. 

Chapter III will attempt to place in perspective the 

four raajor influences which led to the composition of Byron's 

masterpiece, Don Juan. These influences were the events of 

Byron's own life, his fortunate discovery of the Italian 

jocose epic form, his knowledge of the Don Juan tradition, 

and his readiness at this point to adopt some of the situa-

tions and techniques of Fielding's Tom Jones. Two of these 

factors, Byron's life and the jocose epic, have already been 

studied with considerable perception, and the present author 

has largely summarized previous findings. Byron's under-
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standing of the Don Juan tradition has long been misunder-

stood, although a few recent studies have taken steps in the 

right direction. Through a study of the periodicals of the 

day, the author has attempted to rediscover the Don Juan 

tradition as Byron would have known it. Before 1817, the 

story was considered a fit subject only for theatrical 

burlesque. Byron knew the story, but he would no more 

write a poem about Don Juan than he would about Punch and 

Judy. This situation was suddenly changed by the English 

debut of Mozart's Don Giovanni. which elevated the legend 

to a more respectable literary status, while continuing to 
62 allow a humorous treatment of it. This finding suggests 

that in some respects, at least, Tom Jones and the Don Juan 

story are complementary, rather than opposing, influences. 

Most critics have seen Fielding's greatest influence 

upon Byron as occurring in the "War Cantos" of Don Juan or 

in the "English Cantos." While Fielding's impact can cer-

tainly be seen in these episodes, Byron's greatest use of 

material from Fielding occurs much earlier, in Canto I. 

This hypothesis will forra the subject of Chapter IV, where 

the plot of Canto I will be shown as a combination of auto-

biography, the Don Juan legend, and the first six books of 

Tom Jones. The childhood of Don Juan has no place in the 

traditional Don Juan story; these early stanzas combine 

^^See Chap. III, pp. 133-39. 

^^See Chap. III, pp. 141-47. 
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Byron's own life with many echoes of Tom Jones. Although 

Josê and Inez are obviously Byron and Lady Byron, they also 

parallel Fielding's Captain Blifil and Bridget Allworthy. 

Byron begins his treatment of the Don Juan legend with the 

appearance of Donna Julia: she is a sensual Dona Ana, 

Alfonso is a burlesque Comendador, and Juan is a nai've 

version of the legendary Don Juan. But the autobiographical 

elements easily coexist with these humorous parallels to 

the legend. Julia is not only ona Ana, she is both 

Augusta Leigh and Frances Webster; Alfonso is Byron's 

jealous friend James Wedderbum Webster, with perhaps a few 

traits of Augusta's husband Col. Leigh. Don Juan is, of 

course, Byron himself. 

If it be objected that this picture is already 

complicated enough, we can only answer that the sources of 

Canto I are indeed complicated. It can be shown beyond 

reasonable doubt that Julia is not only a synthesis of all 

these characters, but also of two characters from Tom Jones. 

In her idealistic aspects, she is Sophia Western; in her 

more sensual nature, she is Molly Seagrim. Just as impor-

tant as characterization were the incidents Byron took from 

Fielding. Byron's seduction scene in the garden fuses 

Fielding's scenes between Tom Jones and Sophia, on the one 

hand, and Jones and Molly Seagrim, on the other. And in 

his humorous version of the duel with the Comendador, Byron 

combined two other scenes from Fielding. Alfonso's dis-
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covery of Juan parallels Tom Jones's discovery of Mr. 

Square in Molly's bedroora, while the subsequent fight is 

borrowed from Jones's fight with Mr. Thwackum. 

Chapter Y will examine Fielding's influence upon 

Cantos II-V of Don Juan. Byron continued to follow the 

plan of Tom Jones, in a very general way, but each episode 

in these cantos has its own major source. The shipwreck 

closely follows published descriptions of real shipwrecka, 

and the Haidée episode is most directly influenced by 

Byron's own Oriental tales. This retum to Byron's earlier 

style is followed by the Harem adventure, a remarkable 

parody of that same style. In regard to Fielding's influ-

ence on Byron, these cantos of Don Juan represent a transi-

tional period. Fielding had some influence on the char-

acterization of Don Juan, the soldier-of-fortune Johnson, 

and the Sultana Gulbeyaz, but Byron was now becoming less 

interested in Fielding's characters and incidents. On 

the other hand, he was beginning to appreciate Fielding's 

themes for the first tirae. We see the echoes of Fielding 

in Byron's reflections on self-delusion, the marriage market, 

and great men. Echoes of this type do not occur in Canto I 

of Don Juan. but they appear with increasing frequency in 

the later cantos. 

The sixth and final chapter of this work will exaæ-

ine Fielding's influence on The Vision of Judgment and 

the later cantos of Don Juan. By 1821, Byron was becoming 
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preoccupied with political and social criticism. He re-

read Fielding's novels with a new appreciation of the more 

satirical works. In The Vision of Judgment. Byron follows 

Fielding's Joumev from This World to the Next in the con-

demnation of military heroes, incompetent rulers, and 

pompous laureates; furthermore, he acknowledges this debt 

to Fielding in his preface. In the "War Cantos" of Don 

Juan. Byron combines authentic historical details with 

themes taken from Fielding's Jonathan Wild and from his 

poem "Of True Greatness." Byron's description of the 

Siege of Ismail illustrates Fielding's statements about 

great men who achieve glory through slaughter; and Byron's 

own generalizations owe much to Fielding's precédents. In 

the "English Cantos," Byron retums to the raore humorous 

tone of the earlier episodes, and echoes of Tom Jones. 

Joseph Andrews. and Tom Thumb reappear. However, Byron 

needed no major literary source to portray a society that 

he already knew well. Here, his greatest use of Fielding 

is as a general standard of excellence in the humorous and 

realistic portrayal of English manners. 



CHAPTER I 

FIELDING'S INFLUENCE ON BYRON'S EARLY WORKS 

The present chapter sets forth what is known of 

Byron's earliest acquaintance with Henry Fielding's writing. 

The period to be covered is 1805 to 1811, the years which 

saw Byron's first commitment to writing, his first modest 

success in literature, and his famous tour of Greece and 

Albania. During this period, Fielding was not a major 

influence upon him, but as early as 1807, Byron began to 

develop an interest in the writer he would later describe 

as a "prose Homer." 

A study of Byron's early poems and letters does 

point to one particularly interesting conclusion: Fielding's 

mock-heroic play Tom Thumb had a greater influence upon 

Byron than has been generally realized. This play was quite 

popular during .the early years of the nineteenth century. 

Although it had no particular effect upon Hours Qf dl^negg, 

it inspired at least two significant passages of English Bards 

and Scotch Reviewers. It had an even greater effect upon 

Hints from Horace; in fact, Byron later decided that he had 

allowed it to become too influential. In revising H; 

from Horace: Byron significantly changed its tone by 

deleting several allusions to Tom Thuiib. 

30 



31 

The Popularitv of "Tora Thumb'' 

Henry Fielding's Tom Thumb: A Tragedv was first 

performed in 1720. The following year it was revised and 

re-opened as The Tragedv of Tragedies. It was also pub-

lished in 1731» with the following title: The Tragedv of 

Tragedies; or the Life and Death of Tom Thurab the Great. 

This edition contained a number of humorously pedantic 

annotations by a fictitious editor, "H. Scriblerus Secundus.' 

Fifty years after it first opened, Tom Thumb was 

altered by Kane O'Hara for a revival at the Covent-Garden 

" 2 Theatre. The performances of I78O were followed by a 

second revival in 1805» this time at the Haymarket Theatre. 

The first performance of this series was on July 2^; Tom 

Thumb was the third f eature, following Ways and Means and 

Blue Devils.-̂  During the summer, the play was performed at 

least twenty-two times, generally as the last of two or 

three attractions on the playbill. 

^See Geoffrey Tillotson, et al.. eds., Eighteenth-
Centurv English Literature (New York: Harcourt, Brace & 
World, Inc, I969). P. 729. 

^Allardyce Nicoll, A Historv of English Drama. I66O-
1900. Vol. III, Late Eighteenth Genturv Drama. 17 50-1800 (2nd 
ed., Cambridge: Cambridge University Press, 1952), p. 291. 

^Adv. in The Times. July 2^, 1805. p. 2, col. 2. 

According to my survey of Times theatrical notices 
for July, August, and September of I8O5. 
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^Qm Thurab'g popularity was attested by a number of 

sources. In his review of thé I8O5 theatrical season, 

Walley C. Oulton wrote, "The Burletta of 'Tom Thumb' was 

revived, with great success, in which Miss Tyrer and Mr, 

Taylor seemed to have established their theatrical fame."^ 

The publisher Cawthome quickly included Tom Thumb as 

Volume III in his "Minor British Theatre" series. The 

volume appeared on November 9, I805, 

as written by FIELDING, with the Notes of MARTINUS 
SCRIBLERUSî to which is added, the Edition altered 
by Mr. O'Hara, as performed at the Theatre Royal, 
Haymarket, embellished with a beautiful Print of 
Miss Tyrer, as Dollallolla, etc.6 

Cawthome's octavo edition of I805 was reissued in I8O6, and 

a duodecimo edition appeared in 1810.^ 

After the revival of I805, Tom Thumb continued to be 

performed occasionally. At the Covent-Garden Theatre, the 

evening of May Ik, I8O7, was a benefit night for a Miss 

Smith. The main attraction was Venice Preserved. "To which 

will be added, (by desire) the admired Burletta of TOM 

THUMB.** A benefit performance at the Haymarket Theatre 

^alley C. Oulton, A Historv of the Theatres of 
London. Containing an Annual Register of New Pieces t3 
vols.; London:C. Chapple, 1818), III, 62. 

Adv. in The Times. Nov. 8, I8O5, p. 1, col. 3. 
Cawthome committed a textual error: "Martinus Scriblerus' 
was Pope*s pseudonym. Fielding posed as "H. Scriblerus 
Secundus." 

^Nicoll, III, 291. 

^Adv. in The Times. May 14, 1807» p. 2, col. 3. 
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on August 18, 1807» included Tom Thumb as the last of four 

features.^ On May 30, 1809, a benefit performance at the 

Haymarket consisted of Pizzaro. Personation. John Bull in 

Town. and Tom Thumb. 

Tom Thurab's popularity during these years is also 

indicated by its being used as a standard for the judgment 

of other dramatic works. M. G. Lewis' tragedy Adelgitha is 

a case in point. After viewing the opening performance, the 

Times reviewer condemned the extravagance of Lewis' rhetoric 

by stating that he "attempts the style of FIELDING'S Tom 

Thumb. by making Nature fashion his hero 

With curious ease; and when her work was finish'd, 
Cry—'Lol my master-piecel'"H 

A later issue of the same newspaper included a philosophical 

discussion of comedyi 

Too large a part of an audience are doubtless unsus-
ceptible of the humour of Tom Thumb. or the Critic. 
farces where the actors do enter into the mock-heroic 
of their characters; but in the Beggar's Opera [espe-
cially when the parts are underplayedj, an audience 
have some excuse for not taking the joke of an author; 
and it is for this reason they are not to be abused 
for surveying Macheath's farewell last night rather 
with pity than with laughter.^2 

Leigh Hunt's Examiner also used Tom Thumb as a 

standard of coraparison. On one occasion, an unfavorable 

^Adv. in The Times. Aug. 18, 1807» p. 2, col. 3-

^°Adv. in The Times. May 30» 1809» p. 2, col. 4. 

^^The Times. May 1, 1807, p. 3. col. 3* 

^^Review of Covent-Garden's production of The Be^^r'a 
Opera. The Times. Oct. 24, 1807, p. 2, col. 3« 
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review of a modem farce included a passing allusion to 

Fielding's classic: "In Tora Thurab for instance, Lord 

Grizzle in answer to sorae inquiry from the Queen tells her 

that 'as far as he could conjecture, &c. &c. &c. he really 

13 did not know.'" -̂  Hunt also compared the popular opera 

singer Mme. Catalani to a character in Tom Thumb. Mme. 

Catalani made her English debut in La Semiramide. and The 

Examiner was especially critical of her acting in the ghost 

scene: "The shade of her murdered husband is treated with 

less respect than King Arthur pays to the flower-faced ghost 

of Gaffer Thumb."^^ 

Clearly, Tom Thumb was very much in the literary and 

theatrical atmosphere of London from 1805 to 1810. It vras 

performed at least once at the Covent-Garden Theatre and 

numerous times at the Haymarket Theatre. It was popular 

enough to assure the "theatrical fame" of its leading per-

formers, and it was printed three times in six years. Var-

iouB critics, including Leigh Hunt, knew the play and obvious-

ly expected their readers to be familiar with it. 

Bvron's Juvenile Lvrics 

Byron's first volume of poetry was Fugitive Pieces. 

privately printed during the autumn of 1806. It was re-

issued in January of 1807 with a new title, Poems on Various 

^\he Examiner, I, No. 15 Upr. 10, 1808), 235* 

^\he Examiner, I, No. 32 (Aug. 7. 1808), 509* 



35 

Qccasions. This volume was revised and appeared during the 

summer of 1807 as Hours of Idleness. A self-proclaimed 

"second edition" of Hours of Idleness was published in 1808, 

but with still another title, Poems Original and Translated. 

E. H. Coleridge notes that there is considerable variation 

in the contents of the four volumes; however, modern editions 

often siraplify the bibliographical tangle by publishing all 

of Byron's juvenilia under the title Hours of Idleness. -̂  

As shown above, Tom Thumb enjoyed remarkable popu-

larity during the very period that Byron was composing these 

early lyrics. However, there is no evidence that Byron was 

familiar with any of Fielding's works until after the pub-

lication of Hours of Idleness. Several efforts to find such 

evidence have led to dead ends; for instance, one of Byron's 

letters describes a visit to the Haymarket Theatre on Aug-

ust 2, 1805.^ Theatrical notices in The Times reveal that 

Tom Thumb had been performed there the previous day, and it 

was on the playbill for the following day—but Byron did not 

^^See Emest Hartley Coleridge, ed. , The Works of 
Lord Bvron: Poetrv (7 vols., London: John Murray, I898-
190̂ 1 rpt. New York: Octagon Books, Inc., I966), I, xi-
xiii (hereafter referred to as Poetrv). 

^^Ltr. to Charles 0. Gordon, Aug. 4, 1805î in T M 
Works of Lord Bvron: Letters and Journals. ed. by Rowland E. 
Prothero (6 vols., London: John Murray, I898-I9OI; rpt. New 
Yorki Octagon Books, Inc, I966), I, 70-71 (hereafter abbre-
viated as L & J). 
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see Tom Thurab on the evening of August 2. Sirailarly, 

Byron's correspondence of the period contains a number of 

18 
allusions to popular books and plays, but Byron's first 

specific reference to Fielding occurs after the publication 

of Hours of Idleness. 

Byron's early lyrics generally support the conclu-

sions resulting from the extemal evidence; namely, they do 

not seem to be influenced by Henry Fielding. However, a 

small number of the poems do approach the tone and diction 

of Fielding. "On the Eyes of Miss A H " humorously 

reverses a clich€í 

ANNE'S Eye is liken'd to the Sun, 
From it such Beams of Beauty fall; 

And this can be denied by none, -g 
For like the Sun. it shines on All.^ 

Byron liked the witticism so well that he expanded on it in 

"To Edward Noel Long, Esq."i 

And Cora's eye, which roll'd on me, 
Can now no more my love recall— 

In truth, dear LONG, 'twas time to flee— 
For Cora's eye will shine on all. 

And though the Sun, with genial rays, 
His beams alike to all displays, 
And every lady's eye's a sun. 
These last should be confin'd to one. 
The soul's meridian don't become her, 
Whose Sun displays a general summerl20 

^^See The Times for Aug. 1» 2, and 3. 1805. On the 
evening of August 2, Byron would have seen The Iron Chest 
and The Hunter of the Alps. 

^^See L & J. I: 23; 25î 28-29. n.; 30; 32» n.; 3^ 
and n.; 36 and n.; 57î 63-6^ and n.; 71; 101-102; 117-18, 
n.i 121-22; 126; I30 and n.; 169-70; 172-73. 

^^Poetrv. I, 2 ^ . ^^Poetrv. I, 18?. 
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Whether by accidént or by design, these two poems echo Tom 

21 

Thumb's desire "To sun myself in Huncamunca's eyes." An 

even closer parallel occurs in Fielding's The Wedding-Dav. 

in which the character Millamour saysi 
Never think a celebrated beauty, when she is married, 
is deceased for ever. No, rather imagine her setting 
in her husband's bed, as poets make the Sun do in that 
of Thetis; 

"Which from our sight retires a while, and then 
Rises and shines o'er all the world again."22 

Thus, both authors liken a beautiful woman to the sun, not 

only in radiance, but also in promiscuity. Since Fielding 

and Byron were both reacting to a well-wom cliché, this 

parallel only proves that they had similarities in their 

ways of thinking. A convincing argument for direct influ-

ence would require corroborating extemal evidence. 

Only one critic has suggested so much as a similar-

ity between Fielding's works and any of Byron's early poems. 

Alluding to "An Occasional Prologue," William J. Calvert 

states that Byron's "plea for free and frank speech . . . 

would probably have been the reaction of a Swift or a 

Fielding to the time." -̂  As a matter of fact, "An Occasional 

^^Tom Thumb, I, iii, in The Complete Works of Henrv 
Fielding. EsQ. . ed. W. E. Henley, et al. (l6 vols., New Yorki 
Crosscup and Sterling, 1903? rpt. New York: Bames & Noble. 
Inc, 1967), IX, 27 (hereafter referred to as W Q I M ) • 

^^The Wedding-Dav. I, vi, in Fielding, Wgrl^s, XII, 
82-83. 

^^William J. Calvert, Bvron: Rnmantic Paradox 
(Chapel Hill, N.C.: University of North Carolina Press. 
I935í rpt. New Yorki Russell & Russell, I962), p. ^̂ 7. 
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Prologue" does have some interesting parallels to Fielding's 

Prologue and Epilogue ±o Love in Several Masoues. Both 

prologues open with ironic praise of contemporary taste; 

both authors picture themselves as young men apprehensive of 

their reception by the audience; and both profess to seek 

approval by providing moral entertainment. These parallels 

could be developed at length, but Calvert's point has already 

been made: Byron's poera deraonstrates affinities with Field-

ing's way of thinking. A more positive conclusion would 

only be conjectural. 

The greater part of Hours of Idleness is adolescent 

romanticism at its worst. Byron's sense of humor can be 

seen in relatively few of the poems—but these few approxi-

mate Fielding's manner and help to explain Byron's subse-

quent enthusiasm for Fielding. 

The Evolution of "English Bards 
and Scotch Reviewers" 

By the time Hours of Idleness appeared in the summer 

of 1807, Byron had already begun or was planning a number of 

other ambitious projects. In August, he wrote to Elizabeth 

Bridget Pigoti 

I mean to collect all the Erse traditions, poems, etc, 
etc , and translate, or expand the subject to fill a 
volume, which may appear next spring under the denom-
ination of "The Highland Harp." or some title equally 
picturesQue. Of Bosworth Field, one book is finished, 
another just began [aiû]. It will be a work of three 
or four years, and most probably never conclude. What 
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would you say to some stanzas on Mount Hecla? they 
would be written at least with fire.24 

By October, Byron had abandoned The Highland Harp. but he 

had begun several other worksi 

I have written 21^ pages of a novel—one poem of 
280 lines, to be published (without my name) in a 
few weeks, with notes,—560 lines of Bosworth Field, 
and 250 lines of another poem in rhyme, besides half 
a dozen smaller pieces. The poem to be published is 
a Satire. AiDropos. I have been praised to the skies 
in the Critical Reviéw. and abused greatly in another 
publication.25 

The novel and the epic of Bosworth Field were never com-

pleted, and Byron later bumed the fragments. But the 

satire which Byron began in October of I8O7 was to become 

his first literary success, under the title English Bards 

and Scotch Reviewers. 

Although Byron completed 380 lines of the satire 

during the month of October, his speed of composition fell 

off thereafter, and the first draft was not corapleted until 

September of the following year. The poem was published 

late in 1808 with the title British Bards. While it was in 

the press, proof revisions expanded the 520 lines of the 

first draft to 584 lines in the published version. The 

Edinburgh Review had published its faraous attack on Hours of 

Idleness in March of 1808; Byron responded by expanding the 

scope of British Bards and changing the title to English 

^^Ltr. of Aug. 11, 1807; L & J. I, l^. 

^^Ltr. to Elizabeth Bridget Pigot, Oct. 26, I807i 
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Bards and Scotch Reviewers. The new version of the satire 

appeared one year after the hostile review which inspired 

it. The 696 lines of the first edition were expanded to 

1050 lines in the second edition, which appeared in October 

of I8O9. At this point, the poem was virtually completei 

the suppressed fifth edition (published in 1811) contained 

26 
only 20 additional lines. 

Byron may have seen Tora Thumb before he began 

English Bards and Scotch Reviewers: in any case, he cer-

tainly saw a performance of it before English Bards was 

published. His first dated allusion to the play occurs on 

November 18, 1808. Writing to Francis Hodgson, Byron closes 

his letter with, "In the words of Gaffer Thumb, 'I can no 
27 more.'" ' The quotation is from the scene in which the 

ghost of Gaffer Thumb appears to King Arthur, warning him 

of an impending catastrophe. Fielding closes the ghost's 

speech with the following wordst 

Arthur, bewarel I must this moraent hence, 
Not frightened by your voice, but by the cocksl ^o 

(III, ii, p. 59.̂ '̂  

Byron's knowledge of the play obviously came from a stage 

perforraance, for he quoted O'Hara's acting version, in which 

the above lines are rendered thusi 

^^Poetrv. I, xiv-xvi and 293-95. 

"̂̂ L & J. III. 171» n. 

^^All quotations from the original version of Tflja 
Thumb are taken from Works. Yol. IX. 
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Hark the cock crowingl 
I raust be goingi 2Q 

I can no more (vanishes). ^ 

The exact date that Byron saw Tom Thumb is uncertain, 

but he certainly was thinking about the play while he was 

composing English Bards and Scotch Reviewers. His allusion 

to it in November of 1808 was followed by another on 

January 15» 1809. Inviting John Hanson to participate in 
the celebration of his twenty-first birthday, Byron wrotei 

Consider, as the Courtier says in the tragedy of 
Tom Thumb— 

"This is a day; your Majesties may boast of it, 
And since it never can come o'er, 'tis fit you 

make the most of it."30 

The above lines are a quotation from memory of the opening 

scene, in which Tom Thumb is retuming from a victorious 

battle. Fielding had writtem 

DOODLE. Sure such a day as this was never seenl 

NOODLE. This day, 0 Mr. Doodle, is a day 
IndeedJ--A day, we never saw before. 

(I, i, pp. 17-18.) 

In the Haymarket Theatre version, these lines were altered 

to the followingi 
Doodle. A Day we never saw before; 

A Day of fun and drollery. 
Noodle. That you may say, 

Their Majesties may boast of itj 
And since it never can come raore, y^ 
•Tis fit they make the most of it."̂  

^^As quoted by Prothero, L & J. I, 227» n, 

^^L & J. I, 209. 

^^As quoted by Prothero, L & J. I, 209, n. 
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Obviously, Byron was familiar with the acting version of the 

play. 

Byron felt that he had good reason to celebrate his 

coming of age. He expected this event to put an end to his 

financial difficulties and to mark the beginning of his 

parliamentary career. In fact, he was frustrated on both 

counts. His money problems continued for nearly ten years^ 

contributing to the break-up of his marriage and finally 

necessitating the sale of Newstead Abbey. More quickly 

resolved, but equally galling while it lasted, was the 

technicality that prevented Byron from taking his place in 

the House of Lords: The Chancellor ruled that he must 

establish the legitimacy of his descent. Byron complied 

with this humiliating formality and was finally adraitted 

to the House of Lords on March 13. When he presented his 

credentials, the Chancellor then apologized to him for the 

two raonth delay. As Byron described the encounteri 

I begged of him to make no apology, and added (as 
he certainly had shown no violent hurry) "Your 
Lordship was exactly like 'Tom Thumb' (which was 
then being acted), You did your dutv. and you did 

Byron's allusion was to the scene in which King Arthur 

expresses gratitude for Tora Thumb's services to the state. 

The modest hero repliesi 

When I'm not thanked at all, I'm thanked enough. 
I've done ray duty, and I've done no more. 

(I, iii, p. 24.) 

^^"Detached Thoughts," No. 46 [l82l]; L & J. V, 432. 
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Byron's exchange with the Chancellor occurred during 

the sarae month that English Bards and Scotch Reviewers was 

published. The letters cited earlier show that passages 

from Tom Thumb were running through Byron' s mind while he 

was composing English Bards. While Tom Thumb may not have 

been the single most important influence upon English Bards. 

it should certainly be added to the list of satirical works 

that Byron knew and made use of. 

Byron could also expect his readers to be familiar 

with Tom Thumb. Like The Rehearsal and The Critic. it had 

outlived its enemies and was now the scourge of a new 

generation of hacks. The Times had ridiculed "Monk" 

Lewis by comparing Adelgitha to Tom Thumb. and Leigh Hunt 

had suggested that Mme. Catalani's acting ability was 

more appropriate to Tom Thumb than to La Semiramide. 

Given these circumstances, it seems almost inevitable that 

Tom Thumb should appear in English Bards and Scotch Reviewers. 

The first of Byron's many attacks upon Robert Southey was 

also the first of his many literary allusions to Henry 

Fieldingi 

Next see tremendous Thalaba come on, 
Arabia's monstrous, wild, and wond'rous son; 
Domdaniel's dread destroyer, who o'erthrew 
More mad magicians than the world e'er knew. 
Immortal herot all thy foes o'ercome, 
For ever reigp—the rival of Tom Thumbl ^^ 

(11.- 211-16, p. 313.)^-^ 

-̂ •̂ All quotations from English Bards are taken from 
Poetrv. Vol. I. 
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From the above passage, any reader would understand 

that Southey's latest epic is said to be ridiculous; how-

ever, those who knew Tora Thumb would appreciate the com-

parison even more. After Tom Thumb's conquest of the giants, 

his rival, Lord Grizzle, refuses to join in the general 

adulation of the hero. The Queen then becomes irritated 

at his scepticismi 

QUEEN. Howl Have you seen no giants? Are there not, 
Now, in the yard, ten thousand proper giants? 

GRIZZLE. Indeed I cannot positively tell, 
But firmly do believe there is not one. 

(I» V, p. 32.) 

In the above lines from English Bards. Byron adopts the same 

attitude: Just as Grizzle refuses to believe in "ten 

thousand proper giants," so Byron refuses to believe in "more 

mad magicians than the world e'er knew." Thalaba cannot be 

taken seriously because it exceeds probability. 

This interpretation of Byron's intention is sup-

ported by two bits of external evidence. In the first place, 

Byron did find Lord Grizzle's reply memorable, for he quoted 

it some years later in a letter to John Cam Hobhousei "I 

think I wrote to you last week, but really (like Lord 

34 Grizzle) cannot positively tell."^ In the second place, 

these lines would have been called to Byron's attention at 

the very time that he was composing English Bards and Scotch 

34 
^ Ltr. of Aug. 19. 1819; in Lord Byron's Correspon-

dence. Chieflv with Ladv Melboume. Mr. Hobhouse. The Hon. 
Douglas Kinnaird. and P. B. Shellev. ed. John iv'.urray (2 vols., 
London: John Murray, 1922), Il7 125 (hereafter referred to 
as Correspondence). 
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Reviewers. As mentioned earlier, Leigh Hunt had quoted 

this passage in The Examineri "Lord Grizzle in answer to 

some inquiry from the Queen tells her that . . . 'he really 

did not know.'"^^ Though Byron had yet to meet Hunt, he 

was already an adrairer of his writing. Hunt described his 

first conversation with Byron in these wordsi 

He told rae, that the sight of my volume at Harrow 
had been one of his incentives to write verses, and 
that he had had the same passion for friendship that 
I had displayed in it. To my astonishment he quoted 
some of the lines, and would not hear me speak ill 
of them.36 

Given these circurastances, it is not unreasonable to suppose 

that Byron read The Examiner. and that it in turn suggested 

the parallel between Thalaba's mad magicians and Tom Thumb's 

ten thousand giants. 

Fielding and Hunt may have had a combined influence 

upon another passage of English Bards. Turning his atten-

tion to the stage, Byron had writtem 

Well may they smile on Italy's buffoons, 
And worship CATALANI'S pantaloons, 
Since their own drama yields no fairer trace 
Of wit than puns, of humour than grimace. 

(11. 614-17, pp. 346-47.) 

These lines were written about the same time that Hunt was 

criticizing Mme. Catalani in these wordsi "The shade of her 

murdered husband is treated with less respect than Kjng 

-̂ Ŝee above, n. 13« 

^^Leigh Hunt, Lord Bvrqn and Some of His ContemPQ-
raries. as quoted by Ernest J. Lovell, Jr., Hjs Very Sejf anA 
Voice: Collected Conversations of Lord Bvron (New Yorki The 
Macmillan Company, 1954), p. 66. 
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Arthur pays to the flower-faced ghost of Gaffer Thumb."-^^ 

Being interested in the subject, Byron might have tumed 

to the ghost scene in Tom Thumb. He would have seen these 

linesi 

KING. Presumptuous slavel 
Thou diest. 

GHOST. Threaten others with that word, 
I am a ghost, and am already dead. 

Fielding followed these lines with a footnotei 

"The man who writ this wretched pun," says Mr. 
D , "would have picked your pocketi" which he 
proceeds to show not only bad in itself, but doubly 
so on so solemn an occasion. And yet in that ex-
cellent play of Liberty Asserted we find something 
very much resembling a pun in the mouth of a mis-
tress, who is parting with a lover she is fond ofi 

"Ul. Oh, mortal woel one kiss and then farewell. 
"Irene. The gods have given to others to fare well. 

0 miserably must Irene fare." 
Agamemnon, in The Victim. is full as facetious on the 
most solemn occasion, that of sacrificing his daughtert 

"Yes, daughter, yes; you will assist the priestj 
Yes, you must offer up your—vows for Greece." 

(III, ii, and n., pp. 56-57.) 

It might be noted that the ghost's speech is more 

paradox than pun: If ghosts exist, then are they alive or 

dead? In any case, Fielding's footnote is not really a 

defense of his own use of puns, but an attack upon their use 

by other dramatists. Irene's "fare well" is bad enough, but 
38 

the Greek-English pun in "vows" is even worse.^ 

Of course, puns were a traditional butt of Neo-

Classical satire. Pope had described a rival poet as "Light-

1. 5. 

"̂ '̂ See above, n. 14. 

^ Byron used the Greek word in Don Juan. II, 135f 
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arm'd with Points, Antitheses, and Puns" (Dunciad. I, 306); 

thus, Byron was only following the master when he included 

39 
similar comments in English Bards.^^ But literary influ-

ences are often complicated. Nothing in The Dunciad would 

have suggested the linking of an opera singer with punningi 

nor is there anything inherent in the subject to make such 

a juxtaposition inevitable. Leigh Hunt's comparison of 

Mme. Catalani with King Arthur might have caused Byron to 

tum from the review to the play. Having digested the 

contents of both works, his mind then made the imaginative 

leap which linked the opera star to the rhetorical device, 

yielding the passage, "And worship CATALANI'S pantaloons, / 

Since their own drama yields no fairer trace / Of wit than 

puns, . . . " 

Another example of a synthesis of literary influ-

ences may be found in the following coupleti 

Still hear thy motley orators dispense 
The flowers of rhetoric, though not of sense, . . . 

(11. 1013-14, p. 377.) 

"The flowers of rhetoric" is an obvious borrowing from 

Dryden1 

And when false flowers of rhetoric thou would'st cull, 
Trust nature, do not labour to be dull, . . . 

(MacFlecknoe. 11. I65-66.) 

The situation is somewhat complicated because Fielding had 

been digging in the same gardeni 

39 E.g. . 11. 68, 562, 962. 
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. . . it is a very hard task to read them, in order 
to extract these flowers from them. And Íastly, it 
is very difficult to transplant them at all; they 
being like some flowers of a verv nice nature. which 
will flourish in no soil but their own: for it is 
easv to transcribe a thought. but not the want of one.f,Q 

(Pref. to Tom Thumb. p. I3.) 

Fielding's "flowers of a very nice nature" is merely an 

ironic reversal of Dryden's "false flowers." Thus, these 

hardy perennials, "culled" by Dryden, were "extracted" to 

adom Tom Thumb. and finally "dispensed" in English Bards 

and Scotch Reviewers. It should be noted that Dryden's use 

of the term "rhetoric" implies no real distinction between 

form and contentt Shadwell's "true dullness" envelops both. 

Fielding does make the distinction when he writes, "for it 

is easy to transcribe a thought, but not the want of one." 

When Byron borrowed the "flowers of rhetoric" from Dryden, 

he heard a mental echo of Fielding's passage. The antithesis 

between "a thought" and "the want of one" filled out the 

line: "The flowers of rhetoric, though not of sense." 

While on the subject of Dryden's influence, it should 

be noted that Tora Thumb contains a lively parody of All for 

Love. When Octavia confronts Cleopatra, the following 

dialogue occursi 
Cleopatra. When he grew weary of that household clog, 

He chose my easier bonds. 
Octavia. I wonder not 

Your bonds are easy; you have long been practic'd 
In that lascivious art. He's not the first 
For whom you spread your snares; let Caesar witness. 

^^ltalics added. 
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Cleopatra. If bounteous nature, if indulgent heav'n 
Have giv'n me charras to please the bravest man, 
Should I not thank 'em? Should I be asham'd 
And not be proud? I am, that he has lov'd me, 
And, when I love not him, heav'n change this face 
For one like that. 

(All for Love. Act III. 11. 424ff.) 

In Tora Thumb. the above scene is paralleled when Glumdalca, 

the captive Queen of the Giants, meets Princess Huncamuncai 
Glumdalca. Dost thou think the man, who once 

Hath worn my easy chains, will e'er wear thine? 
Huncamunca. Well may your chains be easy, since, if fame 

Says true, they have been tried on twenty husbands. 
The glove or boot, so many times pulled on, 
May well sit easy on the hand or foot. 

Glumdalca. I glory in the number, and when I 
Sit poorly down, like thee, content with one, 
Heaven change this face for one as bad as thine. 

Huncamunca's allusion to "the glove or boot" is defended in 

a footnotei 

"A cobbling poet, indeed," says Mr. D , and 
yet I believe we may find as monstrous images in the 
Tragic Authors: I'll put down one: 

"Untie your folded thoughts, and let them dangle 
loose as a bride's hair." In.iured Love. 

Which line seems to have much title to a milliner's 
shop, as our Author's to a shoemaker's. 

(II, vii, and n., p. 46.) 

Having followed Fielding (and others) in condemning 

puns, Byron also took the opportunity to borrow a pun from 

the above note. He was probably thinking of Joseph Blackett, 

the "shoemaker poet," when he described "some brisk youth," 

who "forsakes his store of shoes, / St. Crispin quits, and 

cobbles for the Muse" (English Bards, 11. 765t 767-68, p. 

359). As Fielding's note shows, the idea of a "cobbling 

poet" was not new, even in 1730; but Byron also uses 
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Fielding's idea of progressing frora one trade to another. 

While Fielding proceeds from cobbler to milliner, Byron 

goes from cobbler to weaver to tailor: "May Moorland 

weavers boast Pindaric skill, / And tailors' lays be longer 

than their billl" (11. 795-96, p. 361). 

Among Byron's last additions to English Bards and 

Scotch Reviewers were lines 97-102, which he wrote for the 

fifth edition and then suppressed. The lines were probably 

composed late in 1811, after Byron had completed Hints from 

Horace and the first two cantos of Childe Harold's Pilgrim-

age. As these lines show, Byron had received a certain 

amount of criticisra of the earlier editions of English Bardsi 

"But holdl" exclairas a friend,—"here's some neglecti 
This—that—and t'other line seem incorrect." 
What then? the self-same blunder Pope has got, 
And careless Dryden—"Ay, but Pye has noti"— 
Indeedl--'tis granted, faithí—but what care I? 
Better to err with POPE, than shine with PYE. 

(Pp. 304-305.) 

In Tom Thumb. the young Fielding had made the identical 

criticism of his own contemporariesi 

Mr. L takes occasion in this place to commend 
the great care of our Author to observe the metre 
of blank verse, in which Shakespeare, Jonson, and 
Fletcher were so notoriously negligent; and the 
modems, in imitation of our Author, so laudably 
observant. 

(II, vii, n., pp. 46-47.) 

Thus Byron looked back with admiration to the Ages of Pope 

and Dryden. Writing while Pope was still living, Fielding 

had looked back to the earlier Golden Age of Shakespeare, 

Jonson, and Fletcher. And more than two thousand years 
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earlier, Homer had known that modem men were a degenerate 

race. It would seem that Golden Ages exist only in the past. 

The Coraposition of "Hints frora Horace* 

During the spring of I8O9, Byron was making pre-

parations for his European tour. His purchases included a 

large nuraber of booksi political works, travel books, and 

a selection of English literature, including twenty-five 

41 volumes of British Theatre. On May 30, Byron was probably 

42 in London; thus, he may have found time to attend a bene-

43 fit performance of Tom Thumb at the Haymarket Theatre. ^ By 

June 25I Byron and his friend John Cam Hobhouse had boarded 

their ship, and Byron was writing to Henry Druryi 

Providence has interposed in our favour with a fair 
wind . . . 

"The cock is crowing, 
I must be going, 
And can no more." 

ahn^± nf Gaffer Thnmb. 
ieu.—Believe me , e t c , etc.****' Adi 

The fair wind apparently died down, but Byron's ship finally 

4*5 
sailed for Lisbon on July 2, I8O9. -̂  

Byron's grand tour and the literary results of it 

form one of the best known episodes in English literary 

^^Leslie A. Marchand, Bvron: A Biographv (3 vols., 
New York: Alfred A. Knopf, 1957)t 1» I83. 

^^lbid.. I, 176-79. 

^\áv. in The Times. May 29 and 30» I8O9. 

^ L & J. I , 226. 

^%archand, I , 184-85. 
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history. Byron and Hobhouse journeyed through Portugal and 

Spain, sailed to Malta and then on to Greece, and finally 

traveled extensively through Greece and Albania. Byron 

began writing Childe Harold's Pilgrimage on October 31» 

while he and Hobhouse were in Albania, He completed the 

46 second canto in Greece, on March 28, 1810. The two 

travelers visited Constantinople, where Byron swara the 

Hellespont, and then retumed to Greece. After a full year 

abroad, Hobhouse returned to England, but Byron remained in 

Greece for another year. 

When Byron and Hobhouse parted, they divided be-

47 tween them a small bouquet. After his arrival in England, 

Hobhouse missed Byron's companionship, and he reminded 

Byron of the sentimental parting scene in one of his letters. 

Though he may have been touched by the incident, Byron chose 

to treat it jocularly in his replyi 

Your last letter closes pathetically with a 
postscript about a nosegay; I advise you to intro-
duce that into your next sentimental novel. I am 
sure I did not suspect you of any fine feelings, 
and I believe you were laughing, but you are wel-
come. i^ 

Vale; "I can no more," like Lord Grizzle. 

In closing the letter, Byron confused two of his favorite 

lines from Tom Thumb. The ghost's refrain, "I can no more," 

was the obvious line with which to end a letter, but Byron 

^^Marchand, I, 212, 236. 

"̂̂ lbid.. I. 249. 

^°Ltr. of Oct. 4, 18101 L & J. I, 305. 
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was also thinking of Lord Grizzle's characteristic skepti-

cism. The unconscious misattribution of the line indicated 

that Byron's own mood was skeptical rather than sentimental. 

Byron's second year abroad was not as productive 

literarily as his first. The only works written during this 

period were the two minor satires, Hints from Horace and 

The Curse of Minerva. Both were composed in a single month, 

4Q 
March of 1811. ^ Byron sailed from Greece on April 22,and, 

after spending a month at Malta, began the final leg of his 

retum voyage on June 2. His two year pilgrimage ended 

with his retum to England on July 11, 1811.^ 

Of the three poems composed during this period, only 

Hints frora Horace was significantly influenced by Fielding, 

and it probably was not influenced by any of Fielding's 

novels. Although the second canto of Childe Harold's 

Pilgriraage contains an allusion to Fielding's Jonathan Wild. 

it occurs in a footnote written after Byron's retum to 

England.^ The second epigraph to Hints from Horace is a 

quotation from Fielding's Amelia. But since Byron's first 

dated allusion to Amelia occurs in December of 1812, this 

epigraph was probably a late addition, like the notes to 

Childe Harold. Byron's letters are a good key to his read-

ing, and the letters of I8O9-I8II suggest that Byron had 

^^Marchand, I, 267. ^^lbid.. I, 271-76. 

^^lbid.. I, 289ff., esp. 294. 
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yet to read Fielding's novels. On the other hand, these 

letters show that he continued to think about his old 

favorite, Tom Thumb. 

Not only was Byron thinking of Tom Thumb when he 

wrote to his friend Hobhouse, he actually had Tom Thumb in 

mind when he wrote the first line of Hints from Horace. The 

poem originally began with these linesi 

If West or Lawrence, (take whiche'er you will) 
Sons of the Brush, supreme in graphic skill, 
Should clap a human head-piece on a mare, 
How would our Exhibition's loungers starel 

Aware that the lines were somewhat awkward, Byron added a 

footnote, ending with the statement, "Let me have recourse 

"to Tom Thumb the Great to keep my simile in countenance." 

Byron later revised the opening lines to read as followsi 

Who would not laugh, if Lawrence, hired to grace 
His costly canvas with each flatter'd face, 
Abused his art, till Nature, with a blush, 
Saw cits grow Centaurs underneath his brush? ^̂^ 

(11. 1-4, and n. , pp. 389-90. ̂-'̂  

The revised lines flow more smoothly, but only because they 

are flatter. While nothing in the revision is as awkward 

as "our Exhibition's loungers stare," neither is any of it 

as vigorous as "clap a human head-piece on a mare." Byron 

attempted to achieve greater decorum by replacing the collo-

quial "take whiche'er you will" and the burlesque epithet 

"Sons of the Brush" with the poetic diction of "hired to 

grace / His costly canvas." An even worse example of 

52 All quotations from Hints frora Horace are taken 
from Poetry. Vol. I. 
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poetic diction is "Nature, with a blush." Having changed 

the tone of the opening lines, Byron then cancelled the 

footnote, which was no longer appropriate. 

Byron seems to have begun the poem in a burlesque 

spirit. He later changed his conception of what he wanted 

to achieve and decided not to invite any coraparison with 

Tom Thumb. This supposition is borne out by a second manu-

script footnote near the beginning. First, Byron gave his 

opinion of landscape poetryi 

Thus many a Bard describes in pompous strain 
The clear brook babbling through the goodly plaini 
The groves of Granta, and her Gothic halls, 
King's Coll—Cam's stream—stained windows , and old wallsi 
Or, in adventurous numbers, neatly aims 
To paint a rainbow, or—the river Thames. 

(11. 25-30.) 

Then he added the following notei 

"While pure Description held the place of Sense." 
—Pope, Prol. to the Sat.. L. 148. 

"While Mr. Sol decked out all so glorious 
Shines like a beau in his Birthday Embroidery." ^'i 

fTom Thumb, I, i.]^^ 

As in the former case, Byron decided to cancel the footnote. 

The decision was sound, for he could not afford to invite 

any comparisons here. His own lines had neither the concise 

eloquence of Pope, nor the delightfully outrageous imagery 

of Fielding. 

^•^Poetrv. I, 391-92 and n. Again, Byron was quoting 
frora O'Hara's revised version of the play. Fielding had 
actually writteni 

"The sun himself, on this auspicious day, 
Shines like a beau in a new birth-day suiti 
This down the seams embroidered, that the beams." 

(Fielding, Wûclía, IX. 17.) 
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The first allusion to Tom Thumb which Byron allowed 

to remain in the poem is more subtle and more ambiguous than 

those he deleted. A discussion of farces concludes with 

these linesi 

We smile, perforce, when histrionic scenes 
Ape the swoln dialogue of Kings and Queens, 
When "Chrononhotonthologos must die," 
And Arthur struts in rairaic majesty. 

(11. 337-40, p. 413.) 

In another passage, Byron alludes to an obscure epic about 

King Arthur; but since the present subject is farces, 

"Arthur" is almost certainly the King Arthur of Tom Thumb. 

The passage is not uncorapliraentary, but it lacks the open 

admiration of the deleted footnotes. "We smile, perforce," 

is ambiguous, f or it suggests that perhaps we should not be 

srailing. Rather than enjoy farces, perhaps we should lament 

the general falling off of the English drama. 

In English Bards. Byron had deflated Southey's 

Thalaba by declaring it the rival of Tom Thumb. Undeterred, 

Southey continued to publish epics, and Byron up-dated the 

comparison in Hints from Horace. In the following note, he 

combines literary allusions with the story of a London 

publisher who had drowned in a canali 

A literary friend of mine, walking out one lovely 
evening last summer, on the eleventh bridge of the 
Paddington canal, was alarraed by the cry of "one 
in jeopardyi" he rushed along,. . . and at last 
(horresco referens) pulled out—his own publisher. 
The unfortunate raan was gone for ever, and so was 
a large quarto wherewith he had taken the leap, 
which proved, on inquiry, to have been Mr. Southey's 
last work. Its "alarcrity of sinking" was so great, 
that it has never since been heard of; though some 
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maintain that it is at this moment concealed at 
Alderman Birch's pastry-premises, Cornhill. Be this 
as it may, the coroner's inquest brought in a verdict 
of "Felo de Bibliopola" against a "quarto unknown," 
and circumstantial evidence being strong against the 
Curse of Kehama (of which the above words are an exact 
description), it will be tried by its peers next 
session, in Grub Street—Arthur, Alfred, Davideis, 
Richard Coeur de Lion, Exodus, Exodiad, Epigoniad, 
Calvary, Fall of Cambria, Siege of Acre, Don Roderick, 
and Tom Thumb the Great, are the names of the twelve 
jurors.54 

The "jurors" are the standards by which bombast is to be 

judged. All of them are serious attempts at epic poetry— 

except Tom Thumb. which burlesques the epic style. Thus, 

Tom Thumb is the only work which loses no stature by being 

included in the group. Fielding succeeded in his purpose, 

while the authors of the other works failed. 

Hints from Horace originally contained four allu-

sions to Tom Thurab. In the first two, Fielding's work was 

held up as a precedent for Byron's own style and purpose. 

Finding these comparisons inconsistent with the dignity and 

decorum of formal satire, Byron later deleted them, though 

retaining two other allusions to Tom Thumb. Of the two 

passages which survived revision, one mentions Tom Thumb 

simply as an example of farce, while the other makes it a 

vehicle for ridiculing a bad epic. 

The cancelled passages clearly reveal Fielding's 

incipient influence upon Byronj but at this point in his 

career, Byron was unwilling to comrait himself to the comic 

^^Poetrv. I, 435, n. to 1. 657i also printed in 
L & J. II, 41-42, n. 
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manner. Though he was capable of ridiculing Southey, 

Wordsworth, Coleridge, even Scott, it was only in later 

works that he could deflate his own high roraanticism and 

whole-heartedly acknowledge Fielding as one of his masters. 



CHAPTER II 

BYRON^S READING OF FIELDING'S NOVELS 

The present chapter covers the period from 1811 to 

1816 and describes Byron's reading of Henry Fielding's major 

novels, Amelia. Jonathan Wild. Joseph Andrews. and Tom 

Jones. During these years, Byron was to become the most 

famous poet of his age, but he was also to encounter a 

number of emotional difficulties. By the end of this period 

he seemed to be near a nervous breakdown. His letters 

provide approximate dates for his reading of Fielding's 

works. More importantly, they suggest that Fielding was 

one of the influences which helped him retain his emotional 

stability, and they reveal the nature of his interest in 

Fielding. 

Fame and Insecuritv 

After his return from Greece in the summer of 1811, 

Byron was thrown into a deep depression by the nearly 

simultaneous deaths of his mother and of three close friends, 

Illustrative of his feelings at the tirae were his remarks to 

Scrope Daviesi 

Some curse hangs over me and mine. My mother lies 
a corpse in this house; one of my best friends is 
drowned in a ditch. What can I say, or think, or 
do? I received a letter from him the day before 

59 
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yesterday. My dear Scrope, if you can spare a 
raoraent, do corae down to rae—I want a friend.^ 

Byron wrote in a similar vein to John Cam Hobhousei 

My dwelling you already know is the house of raourn-
ing, and I am really so much bewildered with the 
different shocks I have sustained, that I can hardly 
reduce rayself to reason by the most frivolous occu-
pations. My poor friend, J. Wingfield, my raother, 
and vour best friend (and surely not the worst of 
raine), C. S. M., have disappeared in one little 
month, since mv return. and without my seeing either. 
though I have heard frora all.2 

Only two months later, Byron wrote to R. C. Dallasi 

I have been again shocked with a death, and have 
lost one very dear to me in happier timesj but "I 
have almost forgot the taste of grief," and "supped 
full of horrors" till I have become callous, nor 
have I a tear left for an event which, five years 
ago, would have bowed down my head to the earth. 
It seems as though I were to experience in my youth 
the greatest misery of age. My friends fall around 
me, and I shall be left a lonely tree before I am 
withered. Other men can always take refuge in their 
families; I have no resource but my own reflections, 
and they present no prospect here or hereafter, 
except the selfish satisfaction of surviving my 
betters. I am indeed very wretched, and you will 
excuse my saying so, as you know I am not apt to 
cant of sensibility.3 

Byron had barely recovered his emotional equilibrium 

when the publication of Childe Harold's Pilgrimage suddenly 

Ltr. of Aug. 7f 1811; The Works of Lord Bvroni 
Letters and Journals. ed. by Rowland E. Prothero (6 vols.i 
London: JohnMurray, I898-I90I; rpt. New York: Octagon 
Books, Inc, 1966), I, 324 (hereafter abbreviated as L & J). 
The deceased friend was Charles Skinner Matthews. 

Ltr. of Aug. 10, 1811; Bvron: A Self-Portraiti 
Letters and Diaries. 1798 to 1824. ed. by Peter Quennell 
(2 vols.; London: John Murray, 1950; New York: Charles 
Scribner's Sons, 1950; rpt. New York: Humanities Press, 
1967)» It 107 (hereafter referred to as Quennell). 

^Ltr. of Oct. 11, 1811; L & J. II, 52-53. 
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made him the most famous of living poets. As several biog-

raphers have noted, Byron was ill-prepared for fame. Though 

a peer, he had been raised in genteel poverty and had no 

close friends araong the English aristocracy. As a result, 

he was often secretly in awe of the literary and high society 

figures who now courted his favor. And though he had inher-

ited a large estate, he was deeply in debt as a result of 

extravagant expenditures during his minority. This turbu-

lent period of Byron's life came to a traumatic close in 

1816, when increasing financial difficulties contributed to 

the break-up of his marriage. These disasters and the 

scandalous rumors which accompanied them drove Byron to 

exile himself from England. 

Thus, Byron's years of fame were also years of 

emotional insecurity. As Lord David Cecil has observedi 

His sophistication was . . . false—a mask assumed 
to hide a torturing shyness. He trembled every 
time he had to enter a drawing-roomj his conversation 
was that of a clever undergraduate, all impish 
brilliance and wilful moods and naive affectations; 
and if he failed to please, he flung off in a pet. 
So far from being the experienced and disillusioned 
Childe Haroid, he was a raw, nerve-ridden boy of 
genius whose divine fire gleamed fitfully forth 
through an undignified turmoil of suspicion and 
awkwardness, theatrical pose and crude vanity.^ 

Considering his "torturing shyness," it is no wonder that 

Byron clung desperately to his few close friends, such as 

Lord David Cecil, Melboume (New Yorki The Bobbs-
Merrill Company, Inc, 1954 Lí'arts I and II orig. pub. 1939 
as The Youn^ Melboumel). p. 110. 
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Hobhouse and Scrope Davies, and to Augusta Leigh, his only 

near relation. But Byron's love for Augusta apparently 

developed into an incestuous relationship which only com-

pounded his emotional problems. In any case, Byron was 

ultimately unsatisfied in his various love affairs, and he 

tumed to writing for eraotional release. In The Giaour. 

The Bride of Abvdos. and the other Oriental tales, Byron 

reversed Wordsworth's famous definition of poetry, striving 

to achieve tranquillity by the spontaneous overflow of 

powerful emotions. 

Like countless individuals before and since, Byron 

also tumed to reading as an escape frora life and as a guide 

to understanding it. His letters are crammed with quota-

tions from Shakespeare, Pope, Gray, Goldsmith, Ben Jonson, 

Samuel Johnson, and many other writers, ancient and modem. 

Elizabeth F. Boyd has said of Byrom 

Throughout his life books were always an escape 
from hiraself and his miseries. . . . The impersonal 
corapanionship of the printed page was a solace that 
no human being could give him, not even Augusta. 

Trelawney complained that Byron drew most of his 
notions about human nature from books. . . . But it 
would be nearer the truth to say that books contri-
buted to Byron's understanding of human naturei he 
read only to confirm and find instances of his own 
experience of people, especially of women. He studied 
feminine character as if he were in the laboratory, 
using books as commentaries rather than texts.5 

^Elizabeth F. Boyd, Bvron's "Don Juan": A Critical 
Studv (New Brunswick, N.J.: Rutgers University Press, 1945l 
rpt. New Yorki The Humanities Press, 1958), pp. 102, 103-
104. 
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When Boyd wrote the above passage, she was thinking speci-

fically of Fielding's works, for she added, "Fielding fre-

quently supports his observations on 'the fair sect' and 

the way the feminine raind works." Indeed, Fielding's 

novels were ideal for Byron's dual-purpose readingi they 

provided an escape from the probleras of life and, at the 

same time, a guide to interpreting life and human nature. 

Curiously, Byron seems to have read Fielding's works 

in inverse order of merit. As was shown in Chapter I, the 

minor classic Tom Thurab was one of Byron's early favorites. 

In 1811 Byron read Araelia. Jonathan Wild. and possibly even 

Joseph Andrews. He did not read Fielding's masterpiece, 

Tom Jones. until a year later. At this point, Fielding 

became one of Byron's favorite authors. For the rest of his 

life, Byron always kept copies of Fielding's works close to 

him, often re-reading them, quoting them in his letters, and 

occasionally jotting down brief analyses of Fielding's style 

or his views on society and human nature. 

Fieldin^ in Footnotes 

During the autumn of 1811, Byron was preparing Hinia 

from Horace and Childe Harold's Pnffrima^e for publication. 

He chose two epigraphs to appear at the beginning of Hjntg 

from Horace. Appropriately, the first was a couplet from 

Horacei 

^Boyd, p. 104. 
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"Ergo fungar vice cotis, acutum 
Reddere quae ferrura valet, exsors ipsa secandi." 

HOR. De Arte Poet.. 11. 304 and 305. 

The second epigraph was a brief passage frora Fieldingi 

"Rhymes are difficult things--they are stubborn things, S^. 
FIELDING'S Amelia. Vol. iii. BookandChap. v.'̂  

Byron took this passage frora the scene in which Amelia's 

husband, Captain Booth, has been confined in a sponging 

house for non-payment of debts. One of his fellow debtors 

is a hack writer, who delivers the following speechi 

I do not trouble my head much with poetry; for there 
is no encouragement to such studies in this age. It 
is true, indeed, I have now and then wrote a poem or 
two for the magazines, but I never intend to write 
any more; for a gentleman is not paid for his time. A 
sheet is a sheet with the booksellers; and whether it 
be in prose or verse, they make no difference; . . . 
Rhymes are difficult things; they are stubborn things, 
sir. I have been sometimes longer in tagging a coup-
let than I have been in writing a speech on the side 
of the opposition which hath been read with great 
applause all over the kingdom. o 

(VIII, v; VII, 87-88.)° 

Following the more imposing motto from Horace, the 

effect of the quotation from Amelia is to deflate slightly 

Byron's own seriousness of tone. He humorously invites a 

comparison of himself with the hack writer, anticipating and 

thus tempering any charges of porapousness. Byron is like 

"^Poetrv. I, 385. 
o 
In the parenthetical documentation of quotations 

from Fielding, the first pair of numbers identifies book and 
chapter; the second pair of numbers refers to volume and 
page in The Compiete Works of Henrv Fielding. Esg. . ed. by 
William Ernest Henley, ei_ai. (I6 vols.; New Yorki Cross-
cup and Sterling, 1903; rpt. New Yorki Bames & Noble, Inc, 
1967); hereafter referred to as Works. 
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the hack writer in purposei both are criticizing the taste 

of the age. Additional comparisons raay be seen in the 

speech from which the epigraph was taken. Like Fielding's 

character, Byron could say, "I do not trouble my head much 

with poetry"; for at this stage in his career, Byron still 

considered himself a gentleman amateur. As Byron was to 

enter upon his Parliamentary career within a few raonths, he 

could also identify himself with the description of "writing 

a speech on the side of the opposition," doubtless hoping 

that it would be "read with great applause all over the 

kingdom." A more somber comparison might be found in the 

financial situations of the two authors, real and iraaginary. 

Fielding's hack was in jail for debt, and Byron's juvenile 

debts were already becoming an onerous burden. Thus the 

epigraph was appropriate for Byron's literary purpose in 

Hints from Horace. but he may have found the line memorable 

because of the subtle personal implications in the sur-

rounding context. 

The date that Byron read Amelia is unknown, but a 

letter of September 5» 1811, contains a possible echo of 

the passage quoted above. Responding to John Murray's 

request for revisions in Childe Harold's Pilgrimage. Byron 

wrotei "I cannot alter the Sentiments; but if there are 

any alterations in the structure of the versification you 

would wish to be made, I will tag rhymes and tum stanxas 
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as much as you please."^ Byron's willingness to work on the 

mechanics of the poem is reminiscent of Fielding's hack 

writeri "I have been soraetimes longer in tagging a couplet 

than I have been in writing a speech." If the coincidence 

in wording is indeed a literary echo, then Byron probably 

chose the Araelia epigraph about this time. This supposition 

is supported by the fact that Byron settled on an epigraph 

for Childe Harold's Pilgrimage only eleven days later.^^ 

Since he was writing notes for both poems concurrently, he 

probably chose the epigraphs for both poems within a short 

period of time. 

In the first two cantos of Childe Harold's Pilgrim-

age. the only allusion to a work of Henry Fielding's occurs 

in a footnote on the faraous Elgin Marbles, which were then 

being transported frora Greece to London. As Byron told the 

story, agents of Lord Elgin were competing with representa-

tives of the French govemment and of other English nobles 

for the privilege of plundering the Acropolisi 
We had such ink-shed, and wine-shed, which almost 
ended in blood-shedl Lord 2,'s "prig"—see Jona-
than Wild for the definition of "priggism"—quar-
relled with another, Gropius by name (a very good 
name too for his business), and muttered something 
about satisfaction, in a verbal answer to a note 
of the poor Prussiani this was stated at table to 

^L & J. II, 26. 

Leslie A. Marchand, Bvrom A Biographv (3 vols.i 
New Yorki Alfred A. Knopf, 1957)i 1, 294. 
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Gropius, who laughed, but could eat no more dinner 
afterwards.H 

Byron's audience would remember Fielding's Jonathan 

Wild as a fictionalized account of the career of the notori-

ous highwayraan; in underworld jargon, "prig" was a generic 

term for thieves. The epithet is appropriate for the 

particular anecdote Byron chose to relate, for it recalls 

the blustering, braggadocio style of the various members of 

Wild's gang. Byron's use of the term also implies a corapar-

ison of Lord Elgin with Jonathan Wild—a comparison rein-

forced by Fielding's bitter equation of "greatness" with 

villainy. 

Obviously, Byron had looked into Jonathan Wild by 

the time he vnrote this footnote. A good approximate date 

is supplied by a letter of September 25, 1811i "I am 

writing notes for mx quarto. . . . I have attacked De Pauw, 

Thomton, Lord Elgin, . . . and others, so you see what a 

12 

dish of Sour Crout Controversy I shall prepare for myself." 

Therefore,. it seems probable that Byron read Amelia during 

the first part of September and Jonathan Wild during the last 

part of the month. 

^^Childe Harold's Pilgrimage. II, xii, n.; in Thfi. 
Works of Lord Bvron: Poetrv. ed. by Ernest Hartley Cole-
ridge (7 vols.; London, John Murray, 1898-1904; rpt. New 
York: Octagon Books, Inc., 1966), II, 170-72 (hereafter 
referred to as Poetry). 

12 Ltr. to Francis Hodgson; L & J. II, 46-47. 
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Although Byron had not yet read Joseph Andrews. the 

novel was called to his attention during this period. As 

Childe Harold was being readied for the press, Francis 

Hodgson wrote on October 8, 1811i 

Murray's shopraan, taught, I presume, by himself, 
calls Psvche "Pishy;" The Four Slaves of Cvthera 
"The Four do. of Cythera," and Childe Harold's 
Pilgrimage "Child of Harrow's Pilgrimage." This 
misnomering Vendor of Books must have been mis-
begotten in some portentous union of the Malaprops 
and the Slipslops."^3 

Mrs. Slipslop is the ludicrous old maid in Joseph Andrews 

and is possibly the prototype of Sheridan's famous character 

Mrs. Malaprop. But Byron was in no mood to look up literary 

allusions. He wrote frantically to R. C. Dallasi 

Instruct Mr. Murray not to allow his shopman to 
call the work Child of Harrow's PilgrimagelM U 
as he has done to some of my astonished friends, 
who wrote to inquire after my sanity on the occa-
sion, as well they might.^^ 

If Byron was curious about the Mrs. Slipslop allu-

sion, he had an opportunity to ask Hodgson about it during 

the Christmas holidays. Visiting Byron at Newstead Abbey, 

Hodgson spent rauch of the tirae arguing theology with his 

host.^ Byron would probably have welcomed any opportunity 

to tum the conversation to a more secular subject. In any 

case, there is a possibility that Byron had read Jpggph 

Andrews by March of 1812. Hearing that Lord Holland was ill. 

^^L & J. II, 53-54, n. 

^^Ltr. of Oct. 11, 1811; L & J. II, 53-54. 

^%archand, I, 309-310. 
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Byron sent him a copy of Childe Harold. with the following 

observationi 

If my book can produce a laugh against itself or 
the author, it will be of some service. If it can 
set you to sleep. the benefit will be yet greateri 
and as some facetious personage observed half a 
century ago, that "poetry is a mere drug," I offer -• 
you mine as a hurable assistant to the eau m^dicinale. 

Byron did not remeraber the source of his quotation, but he 

thought it carae from an eighteenth century work. Perhaps he 

was thinking of the scene in Joseph Andrews in which the 

bookseller tells Parson Adams, "Sermons are mere drugs. The 

trade is so vastly stocked with them" (I, xvii; I, 94). 

Byron's favorite scene in Amelia contains the statement, "I 

do not trouble ray head much with poetry; for there is no 

17 encouragement to such studies in this age." A confusion 

of similar scenes by the same author could have yielded the 

misquotation, "Poetry is a mere drug." Of course, the evi-

dence is not conclusive. Byron definitely read Amelia and 

Jonathan Wild about this time; he may have read Joseph 

Andrews as well. 

Byron and the "Frail Sect" 

The remarkable popularity of Childe Harold's Pilgrim-

age, published in March of 1812, soon made Byron the most 

sought-after poet in London. He was constantly invited to 

^^Ltr. of March 5, 1812; L & J. II, 107-108. 

17 See above, p. 64. 
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the most fashionable social gatherings, where beautiful 

women crowded to meet him. Byron quickly took advantage of 

the amorous opportunities which fame had presented him. In 

the next few years he was to become involved with a succes-

sion of lovers, many of them from the upper strata of London 

society, although humbler applicants were also accepted. 

The first of Byron's aristocratic lovers was Lady 

Caroline Lamb. Wife of William Lamb, who would later become 

Queen Victoria's Prime Minister, Caroline was high-strung, 

neurotic, and impossibly roraantic. Byron's affair with her 

has been adrairably described by Lord David Cecili 

Young as he was and dazzled by the new and glit-
tering world into which his fame had so suddenly 
flung him, the prospect of an amour with one of its 
reigning queens flattered him in a way he was unable 
to resist. Once entangled, he played his part with 
all the spirit he could muster. Society was presented 
with the extraordinary spectacle of a love drama, per-
formed in the most flamboyant, romantic manner by two 
raging egotists, each of whom was in fact wholly ab-
sorbed in self. 

They did not do it very well. Caroline over-
acted her part, and Byron could not keep his up. 
Under the glaring spotlight of the public attention, 
they postured about the stage, getting in each other's 
way, tripping each other up, turning on each other in 
childish abuse, pausing to explain to the audience how 
abominably the other was behaving.^° 

Caroline was shockingly indiscreet, and in a few 

months Byron had become exhausted and exasperated by her 

antics. By a curious tum of events, Byron was simultan-

eously developing a close friendship with Lady Melbourae, 

^^Cecil, p. 112. 
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the mother of Caroline's aggrieved husband. By the end of 

the summer, Lady Bessborough, Caroline's mother, had joined 

Byron and Lady Melbourne in a scheme to break up the affair 

by sending Caroline away to Ireland. This unusual alliance 

eventually triumphed, despite Caroline's hysterics, threats 

of suicide, and attempts to run away from home. 

Byron could now look forward to some peace and quiet, 

and he seems to have read Fielding's Tom Jones about this 

time. But though he often changed partners, Byron could 

never stay away from women for very long. Continuing his 

friendship with Lady Melboume, he was soon telling her of 

his newest lovei 

I am rather captivated with a woraan, not very beauti-
ful, but very rauch in the style I like: dark and 
lively, and neither raore nor less than "La Pucilla," 
of the opera, . . , She is very fond of her husband, 
which is all the better, as thus, if a woman is 
attached to her husband, how much more will she 
naturally like one who is not her husband—in the 
same manner as a woman does not always dislike a 
man who is violently in love with another, arguing, 
says Fielding, in this way—"If Mr. loves Mrs. 
or Miss so much. how much more will he love me., 
who ara so far the superior, not only of Mrs. 
or Miss . but of all other Mistresses or Misses 
whatsoever?"^? 

In the above passage, Byron quotes the reasoning 

of Mrs. Fitzpatrick, who is attracted to Tom Jones despite 

his love for Sophia. It might be noted, however, that 

^^Ltr. of Sept. 28, 1812; Lord Bvron's Correspondence: 
Chiefly with Ladv Melboume. Mr. Hobhouse. The Hon. Douglas 
Kinnaird. and P. B. Shellev. ed. bv John Murray (2 vols.i 
London: John Murray, 1922), I, 87 (hereafter referred to as 
Corresp9ndence). 
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Fielding's lines are somewhat better than Byron's quotation 

from memoryi 

To these ladies a man often recomraends hiraself while 
he is coraraending another woman; and, while he is 
expressing ardour and generous sentiments for his 
mistress, they are considering what a charming lover 
this man would make to them, who can feel all this 
tendemess for an inferior degree of merit. 

(XVI, ix; V, 241.) 

Byron's first allusion to Tom Jones supports the 

statement of Boyd's cited earlieri "Fielding frequently 

supports his observations on . . . the way the female mind 

works." The same tendency was operative a few months later 

when Byron re-read Amelia. Caroline Lamb was now writing 

angry letters to her former lover, and Byron was still 

keeping Lady Melboume informedi 

It is odd that her last letter to me (which came 
with yours) contains nothing but mere general 
menaces of vengeance, and professions of not un-
welcome hatred, but no particular denunciations 
of a serious description; the closing sentence is 
awfully amiable, and I copy iti—"You have told 
me how foreign women revenge; I will show you how 
an Englishwoman can,"—very like the style of Miss 
Matthews in "Amelia."20 

In Amelia. Miss Matthews is the violent and passionate woman 

who seduces the weak-willed Captain Booth. Like the hack 

writer alluded to earlier, Miss Matthews meets Booth in 

prison, where she tells him of her attempt to murder an 

unfaithful lover (I, ix; VI, 58). Far from benefiting by 

this confession, Booth becomes her next lover and then 

20 
Ltr. of Dec. 21, 1812; Corresnondence. I, 119* 
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spends the remainder of the novel in continual fear of her 

threats to inform his wife. 

While reading Joseph Andrews in January of 1813» 

Byron was again intrigued with Fielding's views of the "fair 

sex"; he especially enjoyed Mrs. Slipslop's version of the 

old clichSi 

I see by the papers that poor L^y C, Rawdon is dead. 
. . . Bessy will be in black, which does not become 
her, and will add considerabiy to the dear soul's 
affiiction, if she at all reserables the rest of what 
Mrs. Slipslop terms the "frail sect."21 

Mrs. Slipslop has a number of raeraorable speeches, but Byron 

was thinking of such pronouncements as, "It is a sign he 

knew very little of our sect" (II, iv; I, 120), and "Few 

men ever come to fragrant punishment but by those nasty 

creatures, who are a scandal to our sect" (IV, iv? I, 325)» 

By now, Byron's affair with Caroline Lamb was long 

finished, but the lady refused to admit defeat. Byron 

wrote to Francis Hodgsom 

The "Agnus" is furious. You can have no idea of 
the horrible and absurd things she has said and 
done since (really from the best raotives) I with-
drew my homage. "Great pleasure" is, certes, my 
object, but "whv bitch. Mr. Wild?"22 

^^Ltr. to Lady Melboume, Jan. 11, 1813; Corresi on-
áêûfiÊ, Ii 133. 

22Ltr. of Feb. 3, I8l3î The Letter-p ^f Lnrd Bvron. 
selected and ed. by R. G. Howarth, Intro. by André Maurois, 
trans. by F. C. Green (Rev. ed.; Londoni Dent, 1962; New 
York: Dutton, 1962), p. 72 (hereafter referred to as 
Howarth). Prothero.ÍL & J. II, 187) and Quennell (I, 160) 
both print an obvious misquotation of Fielding: "'WiULJiEJLSif 
Mr. Wild?'" Their misreading can probably be attributed to 
Byron's notoriously bad handwriting. 
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The allusion to "Mr. Wild" implies that Byron's relation-

ship with Lady Caroline has been as stormy as Jonathan 

Wild's relationship with his bride, Laetitia. Byron was 

thinking of the passage in which Wild and Laetitia become 

involved in their first argumenti 

Laetitia. The world shall know how barbarously 
I am treated by such a villain. 

Jonathan. I need take very little pains to ac-
quaint the world what a b—ch you are, your actions 
will deraonstrate it. 

After the arguraent has continued sorae time, the couple 

finally appear to have reconciled their differences; but 

Laetitia cannot forget the epithet applied to her earlieri 

Laetitia. . . . But Pray, Mr. Wild, why b—ch? 
Why did you suffer such a word to escape you? 

Jonathan. It is not worth your remembrance. 

Let us now take a farewell kiss, and may I be hanged 
if it is not the sweetest you ever gave me. 

Laetitia. But why b—ch? Methinks I should be 
glad to know why b—ch? 

At which words he sprang frora the bed, d ing 
her teraper heartily. She retumed it again with 
equal abuse, which was continued on both sides while 
he was dressing. However, they agreed to continue 
steadfast in this new resolution; and the joy arising 
on that occasion at length dismissed them pretty 
cheerfully from each other, though Laetitia cuuld 
not help concluding with the words, why b—ch? 

(III, viii; II, 122-23.) 

Byron's use of the quotation is appropriate, although he 

reverses the roles of Fielding's characters. Like Jonathan 

Wild, Caroline Lamb wants "to acquaint the world what a 

b—ch you are"; and Byron, like Laetitia, feels that he 

has not merited such abuse. 
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When Byron found a literary allusion that he 

especially liked, he used it repeatedly. He often closed 

a letter with the line frora Tora Thurab. "I can no more." 

He would also use the "Why bitch, Mr. Wild?" on subsequent 

23 

occasions. ^ And in the letter to Francis Hodgson which has 

been quoted above, Byron repeats the comparison he had 

previously described to Lady Melboume. 
The business of last suraraer I broke off, and now 
the amusement of the gentle fair is writing letters 
literally threatening my life, and much in the style 
of "Miss Matthews" in A'Amelia." or "Lucy" in the 
"Beggar's Qpera."24 

The above illustrations amply support Boyd's state-

ment that Byron "studied feminine character as if he were in 

the laboratory, using books as comraentaries rather than 

texts." Fielding's characters Mr. Fitzpatrick, Mrs. Slip-

slop, Miss Matthews, and even a male character, Jonathan 

Wild, provided Byron with parallels by which to analyze and 

describe the women in his life. Boyd's distinction between 

commentaries and texts is especially pertinent considering 

the type of quotations which are not to be found in Byron's 

letters. Byron never alludes to Sophia, the heroine of Tom 

Jones, or to Fanny, the heroine of Joseph Andrews. Though 

he quotes from Amelia he never mentions the character Amelia. 

Fielding ideâlized his heroines, and Byron ignored them. But 

^^E.g., in a Itr. to J. C. Hobhouse, Mar. 3» 1820; 
Correspondence. II, 134. 

Howarth, p. 73« 
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Fielding described his lesser characters humorously, vividly, 

and realistically. Byron studied these with pleasure, for 

they tallied with his perceptions of the world about him. 

Bvron and "the Fitness of Things" 

While Caroline Larab was atterapting to reclaim his 

attention, Byron was already absorbed in a nuraber of other 

occupations. He had becorae the lover of Lady Oxford, an 

older woraan who, according to Boyd, "notably blended liter-

ary guidance with the affairs of the heart."^ At the 

Oxford country estate, Byron read Cervantes and Lucretiusj 

and in London, Lady Oxford induced hira to tâike a raore 

26 
active role in Parliament. Byron was also writing again. 

Although his new poem, The Giaour. was not noticeably 

influenced by Fielding, one of the footnotes does include a 

line frora Tom Jonesi 

The Koran allots at least a third of Paradise to 
well-behaved women; but by far the greater number 
of Mussulmans interpret the text their own way, 
and exclude their moieties from heaven. Being 
enemies to Platonics, they cannot discern "any 
fitness of things" in the souls of the other sex, 
conceiving them to be superseded by the Houris.27 

When he wrote the above note, Byron was thinking of 

Mr. Square, the pedantic philosopher in Tom Jones. According 

^^Boyd, p. 88. 

See David V. Erdman's two articles, "Byron and 
the Genteel Reformers," PMLA. LVI (Dec, 1941), 1065-94| 
and "Lord Byron as Rinaldo," PMLA. LVII (March, 1942), 
I89-23I. 

^"^Poetrv. III, 110, n. 
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to Mr. Square, "True honour and true virtue . . . are both 

founded on the unalterable rule of right and the etemal 

fitness of things" (III, iii; III, 116). Unfortunately, the 

"fitness of things" is rather a subjective test for honor 

and virtue. When Square courts a homely but wealthy woman, 

Fielding records that he "easily reconciled his choice to 

the etemal fitness of things" (III, vi; III, 127). And 

when Tom Jones discovers Square in Molly Seagrira's bedroom, 

the philosopher defends hiraself as followsi 

I have done nothing for which that part of the world 
which judges of matters by the rule of right will 
condemn me. Fitness is governed by the nature of 
things, and not by customs, forms, or municipal laws. 
Nothing is indeed unfit which is not unnatural. 

(V, v; III, 230.) 

In short, the "fitness of things" is a comfortable phrase 

which allows Square to justify anything which pleases him; 

and Byron was alluding to this amiable aspect of Square's 

philosophy in his note to The Giaour. 

Other coraic scenes in Tom Jones may have influenced 

Byron's epistolary style. During the summer of 1813, he 

described an amusing incident to Thoraas Moorei 

Since I wrote last, I have been into the country. 
I joumeyed by night—no incident, or accident, but 
an alarm on the part of my valet on the outside, 
who, in crossing Epping Forest, actually, I believe, 
flung down his purse before a mile-stone, with a 
glow-worm in the second figure of number XIX— 
mistaking it for a footpad and dark lantem. I 
can only attribute his fears to a pair of new pistols 
wherewith I had armed hira; and he thought it necessary 
to display his vigilance by calling out to me when-
ever we passed anything—no matter whether moving 
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or stationary. Conceive ten railes, with a tremor 
every furlong.28 

Clearly, Byron was exaggerating for coraic effect. His 

characterization of his valet is very like Fielding's de-

scription of Partridge, the timorous companion of Tom Jones. 

For example, Partridge at one point mistakes the banners of 

a puppet-show for the flags of the Young Pretender: 

And now Partridge, who kept even pace with Jones, 
discovered something painted flying in the air, a 
very few yards before him, which fancying to be the 
colors of the enemy, he fell a bellowing, "Oh, Lord, 
sir, here they are; there is the crown and coffin. 
Oh, Lordl I never saw anything so terrible; and we 
are within gunshot of them already." 

(XII, v; IV, 320.) 

In another scene, Partridge foolishly reveals to a stranger 

that Tom Jones is carrying a hundred-pound banknote. The 

stranger promptly pulls a gun and demands the money, but 

Jones wrestles the gun away from him: 

At this instant, at about a hundred and fifty yards' 
distance, lay another person on the ground, roaring 
for mercy in a much louder voice than the highwayman. 
This was no other than Partridge himself, who, en-
deavoring to make his escape from the engagement, had 
been thrown from his horse, and lay flat on his face, 
not daring to look up, and expecting every minute to 
be shot. 

(XII, xiv; V, 28.) 

Byron's letter parallels the above passages only in its 

general tone, not in the actual words employed. But 

Partridge's cowardice provides so many opportunities for 

comic relief that he soon becomes one of the most memorable 

characters in the novel. 

^®Ltr. of July 25, 1813î L & J. II, 238. 
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That Byron found Partridge memorable is demonstrated 

in a letter written only a few months after the one quoted 

above. In October of 1813t Byron was visiting Sir James 

Wedderbum Webster and carrying on a flirtation with 

Webster's wife, Lady Frances. Although Webster was attempt-

ing to acquire a mistress, he soon became jealous of Byron's 

attentions to his wife. Byron described the situation to 

Lady Melbournei 

He has lately been talking at, rather than iû, me 
before the party (with the exception of the women) 
in a tone, which as I never use it myself, I am not 
particularly disposed to tolerate in others. What 
he may do with irapunity, it seems, but not suffer, 
till at last I told him that the whole of his argu-
ment involved the interesting contradiction that 
"he might love where he liked, but that no one else 
might like what he ever thought proper to love," a 
doctrine which, as the learned Partridge observed, 
contains a "non sequitur" from which I, for one, ̂ o 
begged leave as a general proposition to dissent. ^ 

Byron is alluding to the scene in which Partridge attempts 

to make peace between an innkeeper and an army sergeanti 

"Bear witness, gentleman," says the sergeant, "he 
curses the king, and that's high treason." "I curse 
the kingl you villain," said the landlord. "Yes, 
you did," cries the sergeant; "you cursed the cloth, 
and that's cursing the king. It's all one and the 
same; for every man who curses the cloth would curse 
the king if he durst; so for matter o' that, it's all 
one and the same thing." "Excuse me there, Mr. Ser-
geant," quoth Partridge, "that's a non seauitur." 
"None of your outlandish lingo," answered the ser-
geant, leaping from his seat; "I will not sit still 
and hear the cloth abused." "You mistake me, friend," 
cries Partridge. "I did not mean to abuse the clothi 
I only said your conclusion was a non seouitur." 

29 Ltr. of Oct. 8, 1813; Quennell, I, 181. 
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"You are another," cries the sergeant, "an you come 
to that. No more a seouitur than yourself. You 
are a pack of rascals, and I'll prove it; for I will 
fight the best man of you all for twenty pound." 

(IX, vi; IV, 185-86.) 

By now it is clear that Byron often visualized him-

self and the people around him as characters in a Fielding 

novel. With tongue in cheek, he casts himself as the meek, 

inoffensive Partridge, while portraying Webster as the 

obtuse, belligerent sergeant. But Byron pictured himself 

more often as the rogue Tora Jones than as the mild-mannered 

Partridge. Describing the aftermath of his argument with 

Webster, he admits that he was not entirely innocenti 

This nearly produced a scene with me, as well as 
another guest, who seemed to admire my sophistry 
the most of the two; and as it was after dinner, 
and debating time, might have ended in more than 
wineshed, but that the devil, for some wise pur-
pose of his own, thought proper to restore good ^Q 
humour, which has not as yet been further infringed.-^ 

Whatever the Devil's "wise purpose" might have been, Byron's 

next step was to send a love letter to Lady Francesi 

Not quite, though pretty well satisfied with my 
progress, I took a very imprudent step with pen 
and paper, in tender and tolerably tumed prose 
periods (no poetry even when in eamest). Here 
were risks, certainly: first, how to convey, then 
how would it be received? It was received, however, 
and deposited not very far from the heart I wished 
it to reach when, who should enter the room but the 
person who ought at that raoment to have been in the 
Red Sea, if Satan had any civility. But she kept 
her countenance, and the paper; and I ray composure 
as well as I could.31 

•̂ l̂bid. , pp. 181-82. 

^^lbid.. p. 182. 
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From the earlier quotations, it seems likely that Byron had 

been looking through Tora Jones in the intervals between 

arguing with Webster and flirting with Lady Frances. If so, 

his two allusions to the devil could have been inspired by 

one of Fielding's philosophical observationst 

I look upon the vulgar observation, "That the devil 
often deserts his friends and leaves them in the 
lurch," to be a great abuse on that gentleman's 
character. Perhaps he may sometimes desert those 
who are only his cup acquaintance; or who, at most, 
are but half his; but he generally stands by those 
who are thoroughiy his servants, and helps them off 
in all extremities till their bargain expires. 

(XVIII, v; V, 314.) 

As it tumed out, Byron did not seduce Lady Frances--but he 

was certainly contemplating it. His reference to the devil 

suggests that he sees himself as "thoroughly his servant"i 

as such, he is honestly indignant when Satan's lack of 

civility perraits Webster to enter the room at a crucial 

moment• 

When his visit with the Websters ended, Byron 

offered to reciprocate their hospitality; and, despite his 

jealousy, Webster and his wife visited Newstead Abbey. The 

inconclusive semi-affair dragged on for another month, while 

Byron sent running coraraentaries to Lady Melboumei 

The occasional oddity of Ph.'s letters has amused 
me much. The simplicity of her cunning, and her 
exquisite reasons. She vindicates her treachery 
to [Webster] thus: after condemning deceit in 
general, and hers in particular, she says: "but 
then remember it is to deceive 'un marito.' and 
to prevent all the unpleasant consequences, á c , 
&c."; and she says this in perfect persuasion that 
she has a full conception of the "fitness of things," 
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and the '.beauty of virtue," and "the social compact," 
as Philosopher Square has it.32 

Byron correctly remembered two out of three of Mr. Square's 

catch phrases. Fielding records in Tora Jones that Mr. 

Square's "favorite phrase . . . was the natural beauty of 

virtue," and that he "raeasured all actions by the unalter-

able rule of right, and the éternal fitness of things" (III, 

iii; III, 114). Byron seeras to have replaced Square's "rule 

of right" with Rousseau's "social compact," which is a 

slight anachronism. 

As 1813 drew to a close, Byron set down the follow-

ing remarks in his journal: 

My head is cramraed with the most useless lumber. 
It is odd that when I do read, I can only bear the 
chicken broth of—anv thing but Novels. It is many 
a year since I looked into one, (though they are 
sometiraes ordered, by way of experiment, but never 
taken,) till I looked yesterday at the worst parts 
of the Monk.33 

Byron wrote the above lines in all seriousness—but he must 

have been thinking only of contemporary novels. From his 

letters, it is abundantly clear that he not only read but 

remembered and reflected upon the novels of Henry Fielding. 

Bvron and Fielding's Comic Characters 

In March of 1814, Byron recorded in his joumal a 

philosophical observation by his valet, William Fletchen 

32 Ltr. of Nov. 22, 1813; Correspondence. I, 216. 

^^Journal, Dec. 6, 1813; Quennell, I, 235< 
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Asked to Lady Keith's to-morrow evening—I think 
I will go; but it is the first party invitation 
I have accepted this "season," as the learned 
Fletcher called it, when that youngest brat of 
Lady * *'s cut my eye and cheek open with a mis-
directed pebble—"Never mind, my Lord, the scar 
will be gone before the season:" as if.one's eye 
was of no importance in the meantime.34 

In an earlier letter, Byron had described Fletcher's fear of 

traveling at night in terms reminiscent of Fielding's char-

acter Benjamin Partridge. And in the "non seouitur" letter, 

he had described Partridge as "the leamed Partridge." 

Although Fielding never applies the epithet "leamed" to 

him, Partridge clearly feels that he is educated above his 

station in life. In his first meeting with Tom Jones, the 

following conversation occurs: 

"I am too much addicted to the stúdy of philosophy; 
hinc illoe lacrvmoe. sir; that's my misfortune. Too 
much learning hath been my ruin." "Indeed," says 
Jones, "I confess, friend, you have more iearning 
than generally belongs to your trade; but I can't 
see how it can have injured you." "AÍasí sir," 
answered the shaver, "my father disinherited me for 
it. He was a dancing-master; and because I could 
read before I could dance, he took an aversion to 
me, and left every farthing among his other children." 

(VIII, iv; IV, 75.) 

Partridge's "scraps of Latin" indicate that his education is 

less than coraplete; nonetheless, his leaming "seemed yet 

to indicate something superior to a common barber; and so 

indeed did his whole behavior" (VIII, v; IV, 80). Byron's 

description iraplies that the "learned Fletcher" considered 

his own education and behavior "something superior" to those 

^^Joumal, March 6, 1814; L & J. II, 393-
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of a coramon valet. In later years, Fletcher's sayings and 

doings are frequently noted in Byron's letters to his 

friends; and "the learned Fletcher" and "the man of leam-

ing" become standard epithets for him. 

Everyday occurrences often reminded Byron of 

Fielding's comic characters. His own valet rerainded him 

of Partridge, and any mention of the opposite sex was likely 

to reraind hira of Mrs. Slipslop. For exaraple, Byron records 

in his joumal that he has given a friend "a world of advice 

about this raistress of his." He adds ruefully, "I am a 

pretty fellow truly to lecture about 'the sect.' No matter, 

my counsels are all thrown away."^^ Mrs. Slipslop's mis-

use of the word "sect" was not the only malapropism to 

catch Byron's eye. In a letter to Byron, Thomas Moore had 

included a huraorous reference to Byron's frequently repeated 

proraises to give up writing. Byron replies, "Indeed, for 

aught I know, you may be treating me, as Slipslop says, 

with 'ironing.'"-^ Byron had in mind Mrs. Slipslop's angry 

speech to Joseph Andrews: 

Do you intend to result my passion? Is it not 
enough, ungrateful as you are, to make no return 
to all the favors I have done you; but you raust 
treat rae with ironing? Barbarous monsterl how 
have I deserved that my passion should be resulted 
and treated with ironing? 

(I, vi; I, 41-42.) 

^^Journal, April 10, 1814; Quennell, I, 257. 

^^Ltr. of April 20, 1814; L & J. III, 69-70. 
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By the spring of 1814, Byron was engaged in the 

correspondence with Annabella Milbanke which was to lead to 

their unfortunate marriage. Byron was encouraged in the 

enterprise by Lady Melbourne, Annabella's aunt. Lady 

Melboume had already suffered through Byron's nerve-

wracking affair with Caroline Lamb, and she was beginning 

to have sinister suspicions about Byron and Augusta Leigh. 

Byron agreed that it was tirae to settle down, and Lady Mel-

boume decided that her niece was the proper person to 

domesticate him. But Lady Melboume did not want Annabella 

to be aware of her matchmaking activities. At one point, 

Byron had to reassure heri 

re My Dear Lady M ,—She says "if la tante"; neither 
did she imagine nor did I assert that you did have an 
opinion of what Philosopher Square calls "the fitness 
of things."37 

The literary lion of 1814 was the visiting French-

woman Mrae. De Sta^l. Though Byron grudgingly admired her 

brilliant conversation, he was pleased to see her put down 

by his friend Sheridan. He wrote to Samuel Rogers, "The 

Stael out-talked Whitbread, overwhelmed his spouse, was 

ironed by Sheridan, confounded Sir Humphry, and utterly 

perplexed your slave."-^ Byron's deliberate malapropism 

is rather clever, as the noun "irony" has no equivalent verb, 

Taking his cue from Mrs. Slipslop's "ironing," he gives a 

"̂̂ Ltr. of May 1, 1814; Gn^resnondence. I, 256. 

^^Ltr. of June [ll?], 1814; L & J. III. 91. 



86 

new meaning to the verb "to iron." But Byron was not merely 

being clever; he was also expressing his sense of unease in 

the presence of intellectual women. The facile conversation 

of "Corinne," as Byron called her, sometiraes reminded him 

of the unfeminine Slipslop. 

Byron's prejudice against intellectual women was 

shortly to have serious consequences. As the time for his 

wedding drew near, he began to have misgivings; and raarriage 

more and more took on a gloomy and foreboding aspect. Byron 

wrote to one correspondent, "Pray forgive rae for scribbling 

all this nonsense. You know I raust be serious all the rest 

of my life, and this is a parting piece of buffoonery. "-'̂  

After this date, Byron's letters contain no further quota-

tions from Fielding until after his separation from his wife. 

The unhappy year of 1815 did contain one bright spot 

for Byront it marked the beginning of his warra friendship 

with Walter Scott. Their raeeting was arranged by the pub-

lisher John Murray: 

Murray recorded proudly in his diary: "1815. Friday, 
April 7.—This day Lord Byron and Walter Scott raet for 
the first time and were introduced by me to each other. 
They conversed together for nearly two hours." . . . 
John Murray's son (who later carried on the publishing 
business as John Murray III) also recalled seeing "the 
two greatest poets of the age—both lame—stumping down-
stairs side by side. They continued to meet in Albe-
marle Street nearly every day, and remained together 
for two or three hours at a tirae."40 

^^Ltr. to the Countess of , Oct. 5» 1814; L & J. 
III, 146. 

^^Marchand, II, 529. 
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No one recorded the first words exchanged between Scott and 

Byron, but Henry Fielding figures in an amusing imaginary 

version of the meetingi 

The printer [James Ballantyne] knew that the follow-
ing spring Scott intended to be in London and would 
probably meet Byron. He remarked that Scott raust be 
looking forward to it. "Oh, of course," Scott an-
swered. But after a few minutes, rising from his 
chair, he paced the room in a rapid hobble, a habit 
of his "in certain moods of mind," James had observed, 
and then halted, "bursting into an extravaganza of 
laughter." He had thought of a joke from Fielding's 
Tom Thumb the Great: "James," he cried, still laugh-
ing, "I'll tell you what Byron should say to me when 
we are about to accost each other--

" 'Art thou the raan whom men famed Grizzle call?' — 
And then how germane would be my answer— 

" 'Art thou the still more famed Tom Thumb the sraall?'" 
The fancy kept hira in mirth for the rest of the evening.41 

In the actual raeeting, it seems unlikely that either poet 

would have begun with a quotation from Tom Thumb. Each of 

them was somewhat in awe of the other; which, of course, was 

the point of Scott's joke. 

Charles Larab wrote an essay against the old adage, 

"Be it ever so humble, there's no place like home." His 

thesis is that a poor man's chief pleasure is to go to the 

tavem in order to get away frora the wretched squalor of his 

42 home. As 1815 drew to a close, Byron was in a position 

to appreciate Lamb's point. His horae was plagued by bailiffs 

within and without. His financial worries drove him to 

^Edgar Johnson, Sir Walter Scott: The Great Unknown 
(2 vols., New York: The Macmillan Company, 1970), I, 462. 

^^"Popular Fallacies," No. XII, îr. ThP Esaavs 
and The Last Essavs of Elia (Garden City, N.Y.i Doubleday & 
Company, Inc, n. d.), pp. 378-82. 
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drink, which in turn made him an even worse husband than he 

might normally have been. He made Annabella desperately 

unhappy, and her misery increased his own. Whenever he 

could, Byron sought refuge in late dinners at the homes of 

his bachelor friends; and his activities on the Comraittee 

of Manageraent for Drury-Lane Theatre were partially moti-

vated by a desire to forget his personal woes. Several years 

later, Byron recalled one Comraittee raeeting during which he 

had quoted Fielding to Lord Kinnaird, older brother of his 

friend Douglas Kinnairdi 

My Dear Lord,—Three years and some months ago, 
when you were reading "Bertram" at your brother's, 
on ray exclaiming in the words of Parson Adams to his 
son, "Lege Dick. Lege" (on occasion of some inter-
ruption that had occurred) you replied to me "ray 
name is not Richard. my Lord," thus converting my 
luckless quotation into an intentional liberty, and 
reproving me therefor. This was a hint to me to 
address you in future will all Aristocratical de-
corum as becomes our birth, parentage, and education, 
and now I pay you back in your own coin.^3 

Byron was thinking of the scene in Joseph Andrews in 

which the proud father tries to make his son show off before 

c ompanyi 

"Lege, Dick, lege," said Adams: but the boy made no 
answer, tili he saw the parson knit his brows, and 
then cried, "I don't understand you, Father." "How 
boyí" says Adams; "what doth lego make in the iraper-
ative mood? Legito, doth it not?" "Yes," answered 
Dick. "And what besides?" says tbe father. "Lege,|| 
quoth the son, after some hesitation. "A good boy," 
says the father: "And now, child, what is the Eng-
lish of lego?" To which the boy, after long puzzling, 
answered he could not tell. 

(IV, ix; I, 357.) 

43 Ltr. of May 15, 1819; Quennell, II, 447. 
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In this particular scene, Parson Adams is embarrassed before 

guests in his own home. The fact that Byron was soon to 

becorae a father raay have made this faraily scene more vivid 

to him. And though his own embarrassments were of a differ-

ent nature, he could syrapathize with soraeone who was ill-at-

ease in a doraestic situation. 

Byron's financial affairs and his marriage collapsed 

simultaneously. Taking their new-bom baby with her, 

Annabella left Byron in January of 1816. At the same time, 

creditors were busily attaching Byron's household possessions. 

In April Byron's library was sold at auction to hélp pay 

debts. The sale catalogue listed the works of Henry Field-

ing, in addition to a set of "the great English novels, in 

44 fifty volumes." Financially embarrassed, upset at his 

wife's leaving him, and deeply offended at the rumors which 

her friends now began to circulate, Byron now felt that he 

had been exiled from respectable society. Within a few 

months, he had left England, never to retum. 

Conclusion 

During the period frora 1811 to 1816, Byron became 

thoroughly familiar with Fielding's novels. The quotations 

in his letters and joumals and the notes to his poems con-

stitute a reliable guide to those aspects of Fielding's 

style and thought which most appealed to Byron. In the 

44 
As quoted by Boyd, p. 91. 
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first place, it is clear that Byron's raemory often fixed 

upon brief, huraorous phrases. In raany cases, these phrases 

or single words suggest a thumbnail sketch of a character, 

as in Slipslop's "sect" and "ironing," Jonathan Wild's 

"prig," and Mr. Square's "the fitness of things." Other 

phrases summarize or highlight a memorable scene, such as 

Laetitia's "Why bitch?" Partridge's "non seauitur." and 

Parson Adams's "Lege, Dick, lege." Less frequent, but still 

noteworthy, are raore general allusions, such as the compar-

isons of "La Pucilla" and Mrs. Fitzpatrick, Fletcher and 

Partridge, Caroline Lamb and Miss Matthews. 

Byron greatly admired a part of Fielding's fictional 

world--but only a part of it, for he seized upon the comedy 

and ignored the sentiraentality and the moralizing. In his 

relatively few quotations from Amelia. Byron emphasizes 

the rare moraents of comedy in this highly sentimental novel. 

Despite many quotations from Tom Jones. Byron's letters and 

journals contain not a single reference to the character 

Tom Jones, to Sophia, or to Squire Allworthy. Byron concen-

trates instead upon the comic characters Partridge and Mr. 

Square. In Joseph Andrews. Byron neglects Joseph and Fanny, 

though he remembers Slipslop and Parson Adams. 

But Fielding did mean more to Byron than comedy; 

Byron also appreciated his insight into the frailties of 

human nature. Indeed, these frailties and foibles were 

often the point of the comedy. Mr. Square is to be laughed 
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at because of his complacent hypocrisy; and, despite their 

differences, Laetitia and Mrs. Slipslop are alike in their 

injured vanity. When Byron quoted serious passages from 

Fielding, they were invariably analyses of huraan nature, 

such as the explanation of Mrs. Fitzpatrick's preference 

for Tom Jones and the depiction of a woman scomed in Miss 

Matthews. 

Fielding's major characters often exemplify his 

moral attitudes. Though Joseph Andrews is ridiculed for 

his insistence upon male chastity, Fielding's laughter is 

a bit uncomfortable. By the end of the novel, Joseph is, 

in effect, justified, though Fielding himself does not 

emphasize this implication of the story. The novel contains 

an unresolved tension because of Fielding's own conflicting 

views on this subject. Fielding smiles indulgently at Tom 

Jones's excesses, but by the end of the story, Jones has 

accepted orthodox Christian morality. In fact, the great 

appeal of the novel may be that the hero has his cake and 

eats it too. In Amelia. the raost heavily didactic of 

Pielding's novels, the heroine is a paragon of virtue. The 

weak-willed Captain Booth is not merely an object lesson on 

the consequences of vicious habits; he is actually made an 

example of the necessity of salvation through revealed 

religion. 

Byron had had enough of religion in the efforts of 

his pious friends Hodgson and Dallas to convert him. At 
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one point, he told Hodgson that he had read Paley's 

Evidences and was not convinced. On another occasion, he 

wrote1 

You degrade the Creator, in the first place, 
by making Him a begetter of children; and in the 
next you convert Him into a Tyrant over an imma-
culate and injured Being, who is sent into exis-
tence to suffer death for the benefit of sorae 
millions of Scoundrels, who, after all, seem as 
likely to be damned as ever. As to miracles, I 
agree with Hume that it is more probable men 
should lie or be deceived. than that things out 
of the course of Nature should so happen. 

I do not believe in any revealed religion, 
because no religion is revealed.45 

Clearly, Byron was not in sympathy with Fielding's religious 

views, and this fact explains the scarcity of his allusions 

to Fielding's raajor characters, who generally exemplify 

those views. But Byron did appreciate Fielding's abilities 

as an observer of man and society. To Byron, Fielding's 

great gift lay in his revelation of human nature. 

II. 35. 
^Ltr. to Francis Hodgson, Sept. 13t 1811; L & J. 



CHAPTSR III 

THE GENESIS OF BYRON'S DON JUAN 

As shown in the preceeding chapter, Byron often 

compared his acquaintances to Fielding's characters. Lady 

Caroline Lamb reminded him of Miss Matthews in Amelia and 

Laetitia in Jonathan Wild. An opera singer reminded him of 

Mrs. Fitzpatrick in Tom Jones. while Frances Wedderbum 

Webster recalled to his mind the inconsistent Philosopher 

Square. Byron described men as well as women in Fielding-

esque terms, even portraying himself as the hack writer in 

Amelia or as Partridge in Tom Jones. Considering the con-

text of many of his allusions, Byron probably saw himself 

as recreating the role of Tom Jones. 

When Byron's marriage broke up at the beginning of 

1816, it became his tum to endure the comparisons of others-

and no one was charitable enough to portray him merely as 

Tom Jones. Byron later told Thomas Medwin: 

I need not tell you of the obloquy and opprobrium 
that were cast upon my name when our separation 
was made public. I once raade a list from the 
Journals of the day, of the different worthies, 
ancient and modern, to whom I was compared. I 
remember a few: Nero, Apicius, Epicurus, Caligula, 
Heliogabalus, Henry the Eighth, and lastly the 
King. All my former friends, even my cousin George 
Byron, who had been brought up with me, and whom 
I loved as a brother, took my wife's part. . . . 
I was looked upon as the worst of husbands, the most 

93 



abandoned and wicked of men, and my wife as a 
suffering angel—an incarnation of all the virtues 
and perfections of the sex. I was abused in the 
public prints, made the coramon talk of private 
companies, hissed as I went to the House of Lords, 
insulted in the streets, advised not to go to the 
theatre, . . . The Examiner was the only paper that 
dared say a word in my defence, and Lady Jersey 
the only person in the fashionable world that did 
not look upon me as a monster.^ 

Even after Byron had exiled himself in Europe, he 

continued to hear of malicious rumors carried back to Eng-

land by British tourists. Rightly or wrongly, he blamed 

Robert Southey for spreading the story that Byron had joined 

the Shelleys and Claire Clairmont in a "League of Incest." 

Byron was indeed promiscuous, but he bitterly resented such 

exaggerated tales. His growing sense of persecution caused 

his initial remorse at the separation to harden into a 

desire for revenge. Byron even considered returning to 

England to duel Southey and other enemies, but he ultimately 

decided upon a literary counter-attack. He got even with 

Southey in the savage preface to Don Juan. In the first 

canto, the story of Inez and Josê constituted Byron's 

revenge upon his wife. In later stanzas, the passivity and 

naivetê of Don Juan were intended to refute the popular 

conception of Byron as a heartless seducer of innocent 

maidens. Thus, the priraary source of Don Juan was auto-

biographical. The events of Byron's own life gave him the 

Medwin's "Conversations of Lord Bvron." ed. by 
Ernest J. Lovell, Jr. (Princeton, N.J.: Princeton University 
Press, 1966), p. 48 (hereafter referred to as Lovell's 
Mâdaiû). 
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impetus for composing the poem and provided a major source 

of characters and incidents. 

Throughout Don Juan. even in the highly auto-

biographical sections, Byron borrowed ideas from his read-

ing. Among these many literary influences, three major 

sources stand out: the Don Juan legend, Fielding's Tom 

Jones. and the Italian jocose epic tradition. Byron's use 

of the Don Juan legend was directly related to his auto-

biographical motives for writing the poera. Byron felt he 

had acquired the reputation of being a Don Juan hiraself, and 

he wanted to show the hypocrisy inherent in most traditional 

versions of the story. As Marchand saysi 

There was a certain defiance in his choosing the 
legendary devil's disciple and heartless rake 
Don Juan for the hero of his mock-heroic epic, 
and he found additional sport and ironic force 
in reversing his protagonist's traditional char-
acter and making him an innocent creature of cir-
cumstances with a well-meaning naiveté akin to 
that of Candide.2 

Furthermore, Byron's autobiographical materials demanded an 

ostensibly fictitious framework. The Don Juan legend gave 

him an argument, or fable, and it was a source of characters 

in the sense that Byron deliberately altered the roles of 

the traditional characters. 

Like the Don Juan legend, Fielding's Tom Jones 

became a major influence because of parallels between life 

and literature. If Lady Byron saw her husband as a Don 

^Leslie A. Marchand, Bvron: A Biogranhv (3 vols.i 
New York: Alfred A. Knopf, 1957)f Ht 750. 
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Juan, Byron saw himself as Tom Jones; and he saw raany of his 

acquaintances as Fieldingesque characters. It was natural, 

then, that Byron's new version of the Don Juan story should 

owe much to Fielding's portrayal of a sensual, but likable 

young man. Byron borrowed important elements of plot and 

characterization from Fielding, and he learned a great deal 

from Fielding's narrative technique. 

Byron needed still another literary source before 

he could solve his formal problems. He did not wish to 

imitate the dramatic forra of the previous Don Juan vérsions. 

Seeking a less liraited forra, he experimented with the novel, 

but ultimately rejected this genre. He wrote his Memoirs. 

but he realized that a straightforward autobiography could 

not be published during his lifetirae. Byron found the miss-

ing ingredient for Don Juan in the Italian jocose epic. In 

the humorous, digressive ottava riraa poems of Pulci, Berni, 

and Casti, and of their English imitators J. H. Frere and 

W. S. Rose, Byron finally hit upon a form and mode of 

narration suitable for his diverse materials. 

Thus, Byron's Don Juan sprang frora four primary 

sources. The most important influence of all was auto-

biographical; the other three were literary. Of this latter 

group, two were literary traditions, and one was a single 

great masterpiece. Byron's personal experiences gave him 

the raw materials and the impetus for writing. The Don Juan 

tradition gave Byron his protagonist and suggested in a 
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general way the incidents to be included in the story. Torn 

Jones gave Byron a more detailed model for developing 

characters and incidents and also had a significant influ-

ence upon his mode of narration. Finally, the jocose epic 

tradition gave Byron a genre; in conjunction with Tom Jones. 

it provided a stylistic raodel; and it was a rainor source for 

plot details. 

Having outlined the four raajor influences upon 

Byron's Don Juan. we shall now exaraine them in greater de-

tail. In the first two sections of this chapter, we shall 

see Lord Byron as others saw hirai the heartless libertine, 

as portrayed by his wife; the wicked nobleman, as per-

ceived by a large segment of the English public. Here, we 

will see why the Don Juan story became the subject of 

Byron's most ambitious work. In the next section, we will 

see an entirely different protagonist: Byron, as he saw 

hiraself. We will find a man admittedly sensual, but well-

meaning and likable; a man normally tolerant of others, but 

increasingly harried by self-righteous detractors. Like the 

former picture, this one is distorted; but it represents 

Byron's real opinion, and it shows why he used material 

from Tom Jones in his alteration of the Don Juan story. 

Thus, the first half of this chapter reveals the 

raw materials of Don Juan. but these events occurred a year 

and a half before Byron actually began the poera. The second 

half of the chapter attempts to show how and why Byron 
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eventually came to use these raaterials. At the beginning 

of 1817, Byron was obsessed with Neraesis, the goddess of 

revenge. In all seriousness, he wanted to kill some of his 

enemies. As he gradually regained his sense of proportion, 

he decided to get what satisfaction he could frora a verbal 

offensive. In the previous year, the Don Juan story had 

twice been called to Byron's attention, but he did not 

consider it to have rauch literary potential. He discovered 

the jocose epic and wrote Beppo as a trial effort. 

Back in London, Mozart's Don Giovanni was being 

performed for the first time. Its success was almost unpre-

cedented in the history of the English stage: the public 

was delighted with it, and the critics were practically 

delirious with praise. Within a few months, no fewer than 

six different Don Juan versions were being performed in the 

London theatres. We may assume that Byron learned of these 

events weeks or even raonths later.^ He could now reconsider 

•̂ Byron's continued interest in English affairs can 
be seen in virtually all of his letters from Italy. Perhaps 
the best example is a letter to John Murray, June 4, 1817i 
"I am sorry to hear of your row with Hunt: . . . I can't 
conceive in what, and for what, he abuses youi what have 
you done?" (The Works of Lord Bvron: Letters and Journals. 
ed. by Rowland E. Prothero L6 vols.; London:John Murray, 
I898-I9OI; rpt. New York: Octagon Books, Inc, I966], IV, 
129 [hereafter abbreviated as L & J 1 ) . 

In a footnote to this letter, Prothero states that 
Leigh Hunt had attacked Murray in The Examiner on May 11 
and May 18. Writing on June 4, Byron probably alludes to 
The ExaTT)̂ ,ner of May 11; however, if favorable winds had 
brought him the issue of May 18, he would have seen a review 
of Don Giovanni in addition to an attack on Murray. On 
August 7, Byron acknowledges receipt of a letter and parcel 
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the Don Juan story. Its relevance to his own situation was 

already clear; it had now become both a tiraely subject and 

a respectable one frora the literary point of view. Thus, in 

the late sumraer of 1818, Byron finally coraraitted hiraself to 

the coraposition of his greatest literary work. 

Ladv Bvron and the Libertine 

Unlike her poetic spouse, Lady Byron seems to have 

been too serious-rainded to fall into the habit of coraparing 

friends to literary characters. Although she never re-

ferred to Byron as a Don Juan, many of her coraraents about 

him are perfect descriptions of Tirso's Don Juan or Shad-

well's Don John. For example, shortly after théir raarriage, 

Byron alraost suffocated from a charcoal fire in his dressing 

room. Annabella revived hira and later described the inci-

dent in these words: 

As soon as he recovered his consciousness, the 
idea that he was dying presented itself to his 
imagination, and he broke forth into the wildest 
ravings of despair, saying that he knew he was 
going to Hell, but that he would defy his Maker 
to the last. with other expressions of a revenge-
ful nature.^ 

Lady Blessington later pointed out Byron's fondness for 

mailed on "the 18th" (of July, presumably) (L & J. IV, 154); 
thus, the mails from London to Venice sometimes took less 
than three weeks. 

See also, letters of Apr. 11 and Aug. 7f 1817 (L & J. 
IV, 102, 154-55). and see below, pp. 144-45, n. 119-

Ethel Mayne, Ladv Bvron. as quoted by Marchand, 
II, 520. 
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"mystifying" people by pretending to be worse than he 

really was or by pretending to hold outrageous opinions 

merely for the sake of argument.^ Considering Byron's 

calmness when he really was dying, one wonders if he was 

"mystifying" his wife on this earlier occasion. In any 

case, Annabella's description is strongly reminiscent of the 

climax of the Don Juan pantomimes, in which the unrepentant 

libertine is carried away be deraons. 

When Byron first learned of his wife's request for 

a separation, he deraanded an explanation from her. Anna-

bella's reply specified only "the total dereliction of 

principle, which, since our marriage, you have professed 

and gloried in."' The tone of her statement echoes the 

servant CatalinSn in Tirso's El burlador de Sevilla. who 

cautions his master: "Such a wicked way / Of tricking 
o 

women will end in your doom" (Act I, p. 201). An even 

closer parallel to Tirso occurs in a letter from Annabella 

to Augusta Leighi 

-̂ Ladv Blessington's "Conversations of Lord Bvron." 
ed. by Emest J. Lovell, Jr. (Princeton, N.J.: Princeton 
University Press, I969), p. 4?, and elsewhere. 

^Marchand, III, 1224-28. 

"̂ Ltr. of Feb. 13, I8I6; L & J. III, 3IO. 
o 
Tirso de Molina (Gabriel Têllez), The Plavbov of 

Seville. in Walter Starkie, trans. and ed., Eifht Spanish 
Plavs of the Golden Age (New York: The Modern Library, 
1964). With one exception, as noted below, all quotations 
from Tirso have been taken from Starkie's translation. 
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I think it a great error to regard "worldly 
disgrace" as a serious evil compared to some 
that must ensue, with his character, from worldly 
prosperity. If Pride be not expiated on earth, 
but indulged, who raay dare to look beyond?9 

Literally predicting Byron's daranation, Annabella echoes the 

many pious warnings which occur in Tirso's play. Thus, 

Catalin6n tells Don Juan: "At the hour of death you'll pay 

the penalty" (Act I, p. 201). The fishergirl Thisbe wamsi 

"My love, remember, God exists and death" (Act I, p. 202); 

and Don Juan's father reprimands him withi "Take heed that 

God above, / Though he now turns a blind eye to your sins, / 

Must bring your fatal day of reckoning" (Act II, p. 214). 

Not only did the pious Annabella expect her husband 

to be damned; she seemed to have cast herself as the ghost 

of the Coraendador. In Tirso's play, the Coraendador, Don 

Gonzalo, is raurdered by Don Juan. His ghost then sumraons 

Don Juan to daranationi 

God's wonderous ways, Juan we can never fathom. 
And so he has decreed that you should pay 
The forfeit for your crimes into the hands 
Of one who's dead. 

(Act III, p. 247.) 

Lady Byron also felt that she had been decreed to be the 

scourge of wickednessi 

I deem it mv dutv to God to act as I ara acting, 
. . . The lessons of adversity raay be most bene-
ficial when they are raost bitter. Not that I 
would voluntarilv be the means of chastisement, 
but I seera to have been made so.l^ 

^Ltr. of Feb. 14, 1816; L & J. III, 311. 

Ŵ. 
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As his wife saw it, Byron sorely needed the above-

mentioned chastiseraent, not only because he was licentious, 

but because he was cruel. She wrote to Francis Hodgsoni 

He raarried rae with the deepest deterraination of 
revenge [because she had refused his first pro-
posalj, avowed on the day of ray raarriage, and 
executed ever since with systeraatic and increasing 
cruelty which no affection could change.^1 

Annabella revealed her fear of Byron in a letter to Augustai 

It is not for me, but for the accomnanving cir-
cumstances. that he feels so deeply. All this 
it is in his disposition to revenge on the object, 
if in his •power. When his revenge avowedly began 
as soon as I became so by marriage, and seems to 
have increased in force rather than diminished, 
what would it be now?^^ 

The true extent of Byron's cruelty to his wife is 

foreign to the present study. Annabella probably exagger-

ated; but, rightly or wrongly, she attributed to Byron 

another Don Juan characteristic. The Don Juans of MoliSre 

and Mozart are not sadistic; but Tirso's protagonist is 

deliberately cruel, and Shadwell's is even more so. Tirso's 

Don Juan glories in having destroyed the reputations of his 

victirasi "The greatest pleasure which I can have is to 

13 deceive a woraan and leave her without honor." ^ Shadwell's 

Don John is addicted to physical violence. He hot only 

^^Ltr. of Feb. 15. 1816; L & J. III, 313-

^^Ltr. of Feb. 14, 1816; L & J. III, 311. 

-̂ My translation of El burlador de Sevilla. II, 
I3I5-I8: "El raayor / Gusto que en mí puede haber, / Es 
burlar una mujer / Y dejalla sin honor" (in Hymen Alpem 
and Josê Martel, eds., Diez comedias del siglo de oro 
[New Yorki Harper & Row, Publishers, 1939J, PP- 274-75). 
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kills his rivals and the guardians of intended lovers; he 

also poisons one of his former conquests and boasts of 

having murdered his own father. Thus, in depicting her 

husband as cruelly vengeful, Lady Byron was continuing to 

portray him as a living Don Juan. 

To the deeply religious Annabella, only one sin 

could be even worse than profligacy and crueltyi atheism. 

She had had hints of Byron's skepticism in his early letters, 

but he had let her believe that she might convert him. He 

had told her in 1813i 

At all events it is my fault if I derive no bene-
fit frora your reraarks [on theology]. I agree with 
you quite upon mathematics too, and must be content 
to admire them at an incomprehensible distance, 
always adding them to the catalogue of my regrets. 
I know that two and two make four, and should be 
glad to prove it too, if I could,—though, I must 
say, if by any sort of process I could convert 2 ^̂ ^ 
and 2 into 5» it would give me much greater pleasure. 

Had Annabella been familiar with MoliSre's Don Juan. she 

might have recognized a danger signal in the above passage. 

In MoliSre's version of the legend, the servant Sganarelle 

inquires about his master's religious beliefs, just as 

Annabella had asked about Byron's. In the play, Don Juan 

repliesi "I believe that two and two make four, Sganarelle, 

and that two fours are eight."^ While Byron's reply to 

Annabella may not be a conscious echo of Don Juan's to 

^^Ltr. of Nov. 10, 1813; L & J. III, 404, 

^^ln Moli^re: Five Plavs. trans. with an Intro. by 
John Wood (Londoni Penguin Books, 1953)» ^ct III, p. 223. 
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Sganarelle, the similarities in wording and ideas are 

striking. Byron's "two and two" stateraent ostensibly refers 

only to mathematics, but it follows a discussion of religious 

principles; and Byron's inability to derive the proof has 

obvious iraplications about his attitude toward revealed 

religion. 

Like the innocent maidens in the Don Juan plays, 

Annabella had let herself be charraed by the heartless and 

atheistical libertine. She had thought at first that she 

might reforra him, but his true contempt for her religious 

beliefs quickly becarae apparent. After she had finally left 

Byron, she confided to Francis Hodgson: "My security 

depended on the total abandonraent of every moral and 

religious principle against which . . . his hatred and 

endeavours were uniformly directed." Had Annabella been 

consciously drawing coraparisons between Byron and Don Juan, 

she would now have chosen Shadwell's version, in which the 

violently atheistical Don John thunders at his servanti 

"You Dog, I shall beat out your brains, if you dare be so 
17 

impudent as to Pray in my corapany" (Act I, p. 27). 

^^Ltr. of Feb. 15, 1816; L & J. III, 313-

"̂̂ Thomas Shadwell, The Libertine. in The Comnlete 
Works of Thomas Shadwell. Vol. III, ed. by Montague Summers 
(London: The Fortune Press, 1927î rpt. New York: Benjamin 
Blom, Publishers, I968). All quotations from The Libertine 
are taken from Vol. III of Summers' edition. 
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Annabella's revelation of her marital probleras 

quickly brought her parents to her defense. Her father, 

Sir Ralph No'él, formally proposed the separation in a 

letter to Byron. And according to Marchand: "When Augusta 

hinted that the announcement of a separation raight cause her 

brother to take his own life, Lady Noel repliedi 'So much 

18 
the better; it is not fit such men should live.'" This 

sentiraent is slightly reminiscent of Shadwell's Herrait, who 

exclairas, "Can any have a kindness for such dissolute 

abandon'd Atheists" (Act III, p. 57). 

Unlike her raother, Annabella could still express a 

hope for Byron's eventual salvation. She wrote to the 

clergyman Hodgsoni 

With you I may consider this subject in a less 
worldly light. Is the present injury to his 
reputation to be put in competition with the danger 
of unchecked success to this wicked pride? and raay 
not his actual sufferings . . . expiate a future 
account?19 

Annabella's allusions to Byron's "wicked pride" and to his 

having to face a "future account" call to mind the two 

ghosts in Shadwell's play. The ghost of Don John's father 

proclaimsi 

Repent, repent of all thy Villanies; 
My clamorous Bloud to Heav'n for vengeance cries. 
Heav'n will pour out his judgraents on you all; 
Hell gapes for you, for you each Fiend does call, 
And hourly waits your unrepenting Fall. 

^^Marchand, II, 570. 

19 Ltr. of Feb. 15, 1816; L & J. III, 313. 
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You with etemal horrours they'l torment, 
Except of all your criraes you suddainly repent. 

(Act II, p. 51.) 

Two acts later, the ghost of "the Governour of Sevil" also 

confronts Don John and his companionsi 

Cannot the fear of Hell's eternal tortures, 
Change the horrid course of your abandon'd lives? 
Think on those Fires, those everlasting Fires, 
That shall without consuraing burn you ever. 

(Act IV, p. 82.) 

Like the ghost of Don John's father, Annabella proclaimsi 

"Heav'n will pour out his judgments on you." Unlike the 

ghost, she does not explicitly cry out to heaven for 

vengeance, but there is a strong hint of sublimated ven-

geance in her wish that Byron raay attain rederaption through 

suffering (the raore suffering, the better). Having con-

vinced herself of the desirability and probability of his 

present suffering, she would be content to let hira escape 

the "everlasting fires." 

The Wicked Lord Bvron 

To Annabella Milbanke, a pious and sheltered only 

child, Lord Byron's loose morals, sharp temper, and reli-

gious skepticism all seemed to qualify him as a complete 

libertine. But Annabella was not alone in this judgment. 

To a large segraent of the British public, Byron seemed 

worthy of inheriting the epithet of "wicked" which had been 

bestowed on his great-uncle, the fifth Lord Byron. 

Shortly after the separation, according to Marchandi 

"There ensued a wholesale attack on Byron [in the news-
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papers], part ly p o l i t i c a l , part ly personal, based on current 
20 rumours concerning his treatment of his wife ." Byron's 

friend Hobhouse l a t e r denied that the attacks had been as 
21 

severe as Byron claimed they were, but a Miss Godfrey 
wrote to Thomas Moorei 

I suppose you have heard frora Lord Byron the 
history of his separation frora his wife. The 
world are loud against him, and vote him a worth-
less profligate. . . . He is completely lost in 
the opinion of the world; and I fear he is the sort 
of character never to raake an effort to recover 
it. So I look on hira as given up to every worth-
less excess for the rest of his life.22 

These rumors were not limited to Byron's brutal conduct 

toward his wife, for his reputed affair with his sister 

Augusta had also become comraon knowledge. When Byron, 

Augusta, and Hobhouse went to an entertainment at Lady 

Jersey's, "Augusta . . . was cut by some people, including 

Mrs. George Lamb, and Byron felt the snubs of the ladies of 

23 

fashion who had bef ore crowded around him." -^ 

Byron's evil reputation followed hira to Europe. By 

the summer of 1816, he was in Switzerland, where he accepted 

a dinner invitation from Mme. de Sta^li 
On his first visit to Coppet (in the second week 
of July), "following the servant who had announced 
his name," according to Polidori, who accompanied 
him, "he was surprised to meet a lady carried out 
fainting. . . . " Of this incident Byron wrote to 

^^Marchand, II, 602. ^^lbid., n. 

^^Ltr. of Feb., 1816, Moore, Memoirs. II, 94; as 
quoted by Prothero, L & J. III, 273, n. 

^^Marchand, II, 598. 
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Murrayi "It is true that Mrs. Hervey (she writes 
novels) fainted at my entrance into Coppet, and 
then came back again. On her fainting, the Duchesse 
de Broglie exclairaed, 'This is too rauch—at sixty-
five years of agel'" Byron told Medwin later that 
Mrae de Sta'él had invited hira to a faraily dinner, 
"and I found the roora full of strangers, who had 
come to stare at rae as at some outlandish beast 
in a rareeshow." He added that they "looked as 
if his Satanic Majesty had been araong them."24 

Back in England, pious writers were continuing the 

work that Lady Byron had begun. In Septeraber of 1816, the 

Monthlv Review noticed a poera entitled, Lines on the 

Departure of a Great Poet frora this Countrv: "The writer 

begins, in terms almost libellous, to speak of iranious 

songs. of a raad career of criraes and follies run. of being 

'grev in vice when life was scarce begun.'" The reviewer 

includes an extract concerning Lord Byron's "sinful mind," 

ending with the epithet, "England's best Poet, and her 

guiltiest Son." Iramediately following this article is a 

review of A Sketch from Public Life. An extract from this 

poem describes Byron as "A hardened villainl or a graceless 

sotl" and a "wretch to every vice a slave." The extract 

concludes with an appeal to the "injured powers of Virtue" 
25 

to "crush the worra through all its slirae of song." 

By 1817, the uproar still had not subsided. 

According to S. C. Chewt "The publication of Manfred 

Marchand, II, 634-35, who cites the following 
sourcesi L & J. III, 338-39; Polidori, The Vamnvre. p. xiiii 
li & J. IV, 300-301; and Medwin, I, 12. 

^%onthlv Review. new ser. , LXXXI (Sept. 1816), 
98-99. 
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suggested a poetical Address to Lord Bvron. . . . Byron is 

wamed that knowledge misapplied and talents abused 'shall 
26 

work eternal woe.'" Another writer who attempted to play 

Comendador to Byron's Don Juan was a Rev. Edward John 

Turnour, who published The Warning Voice. a Sacred Poem. 

addressed to Infidel Writers of Poetrv. Chew sumraarizes 

the argument of the poemi 

The angels in heaven lament man's fall; they discuss 
the progress of infidelity on earth and the popular-
ity of writers who seek to undermine confidence in 
God. . . . [The poem] is addressed particularly to 
Byron1 

"Thou, noble Scribel of atheistic mind, 
Pride more than human, and perverted sensel 
Thee, too, I warn; oh, may I not in vainl"27 

Byron was most profoundly upset when he heard that 

a writer of Robert Southey's stature had joined in circu-

lating scandalous stories about him. Southey had not yet 

written anything against Byron, but he had apparently told 

a number of people that Byron and Shelley had joined in a 

"League of Incest." This ruraor occasioned Byron's savage 

dedication to Don Juan. Shortly after coraposing it, Byron 

wrote to John Murrayi 

I have given it to Master Southey, and he shall 
have raore before I have done with hira. I under-
stand the scoundrel said, on his return from Switzer-
land two years ago, that "Shelley and I were in a 
League of Incest, etc, etc." He is a buming liarl 

^^Samuel C. Chew, Bvron in England: His Fame and 
After-Fame (Londoni John Murray, 1924; rpt. New Yorki 
Russell & Russell, Inc, I965), pp. IO5-IO6. 

"̂̂ Chew, pp. 106-107. 
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for the woraen to whom he alludes are not sistersi . . 
and in the next place, if they had even been so, 
there was no promiscuous intercourse whatever. 

You may make what I say here as public as you 
please—more particularly to Southey, whom I look 
upon, and will say as publicly, to be a dirty, lying 
rascal; and will prove it in ink—or in his biood, 
if I did not believe hira to be too rauch of a poet 
to risk it. 

. . . I understand Coleridge went about repeating 
Southey's lie with pleasure. I can believe it, for 
I had done hira what is called a favour.^8 

ByrQn ag Tp^ Jpngg 

Byron could indeed be cruel when he was angry, but 

he denied that he had been systeraatically cruel to his wife 

29 or that he had married her "out of spite." ^ He also knew 

that Annabella was no angel and was particularly incensed by 

her self-righteous attitude. He wrote to Augustai "Whatever 

my faults raight or raay have been—She—was not the person 

30 

marked out by providence to be their avenger."^ 

In short, Byron refused to accept the portrait of 

himself as Don Juan. He constantly drew parallels between 

life and literature, but he had never found the Don Juan 

tradition to be very realistic Byron's mistresses Caroline 

Lamb and Lady Oxford could hardly be portrayed as innocent 

victims like Dona Anna or Dona Elvira. True, Byron had 

^^Ltr. of Nov. 24, 1818; L & J. IV, 271-72. 

^%edwin, as quoted by Marchand, II, 508. 

^^Ltr. of Sept. 17, I8I64 in Peter Quennell, ed., 
Bvron: A Self-Portrait (2 vols.; Londoni John Murray, 1950; 
rpt. New Yorki Huraanities Press, I967), I. 345 (hereafter 
referred to as Quennell). 
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attempted to seduce Frances Webster, but th i s "affair" was 

never consuramated because Byron began to f e e l sorry for her. 

He later heard that she had become the mistress of the Duke 
31 of Wellington.^ I f she were to be interpreted as a passive 

victim, i t would have to be conceded that she was exceedingly 

ready to be v ic t imized . 

Byron saw hiraself as Tora Jones rather than as Don 

Juan. In Jones's love a f f a i r s with Molly Seagrim, Mrs. 

Waters, and Lady Be l las ton , each involveraent i s rea l ly 

initiated by the woraan. Sirailarly, Byron's experiences with 

Caroline Lamb and Lady Oxford had offered decis ive proof 

that women are just as sensual as raen and just as l i k e l y 

to be the "aggressors." Even Frances Webster ultiraately 

confirmed Byron's b e l i e f that Fie lding was more true to 

human nature than was the Don Juan legend. 

While Lady Byron was portraying her husband as a 

cruel l iber t ine , Byron's own view of male-feraale re la t ion-

ships received further confirraation in the following l e t t e r , 

sent by a young woraan Byron had never meti 

If a woraan, whose reputation has yet reraained un-
stained, i f without e i ther guardian or husband to 
control she should throw herse l f upon your mercy, 
i f with a beating heart she should confess the love 
she has bome you many years , i f she should secure 
to you secresy and s a f e t y , i f she should retum 
your kindness with fond a f f ec t ion and unbounded 

^^Marchand, I , 416; and I I , 580-81. 
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devotion, could you betray her, or would you be 
silent as the grave?32 

The letter was from Jane "Claire" Clairmont, step-sister of 

Mary Wollstonecraft Godwin, who was then living with Percy 

Shelley. Claire apparently wanted a poet of her very own. 

After she had sent a second letter, Byron agreed to raeet her, 

although he did not surrender his virtue iramediately. 

Claire's third letter was still more explicit than beforei 

Have you then any objection to the following plan? 
On Thursday Evening we may go out of town together 
by some stage or mail about the distance of ten or 
twelve miles. There we shall be free and unknowni 
we can return early the following moming. I have 
arranged everything here so that the slightest sus-
picion may not be excited.33 

Let it be noted that this message was sent by the innocent 

virgin to the wicked nobleman. Can there be any wonder that 

Byron would later depict Don Juan as a passive character, 

or that he regarded Tom Jones as being more realistic than 

the Don Juan tradition? 

But if Byron was no Don Juan, neither was he a 

raonument of virtue like Joseph Andrews. Like Tom Jones, he 

succurabed to teraptation. He becarae Claire's lover in London 

and continued the affair in Switzerland, where Claire intro-

duced him to Shelley, thus initiating a famous literary 

friendship. It was here that Byron wrote Mapfre^, and Mary 

^^L & J. III, 429; although the letter is undated. 
Prothero argues convincingly that the affair commenced only 
after Lady Byron had left her husband. Marchand, II, 591, 
also accepts this view. 

33 L & J. III, 435-36. 
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Shelley received the inspiration for Frankenstein. Here, 

also, Mrs. Hervey fainted upon seeing Byron, and English 

tourists started the "League of Incest" story. 

After Shelley, Mary, and Claire had retumed to 

England, Byron described his own version of the affair to 

AugustaI 

As to all the "mistresses," Lord help me—I have 
had but one. Now don't scold; but what could I do?— 
a foolish girl, in spite of all I could say or do, 
would come after me, . . . and I have had all the 
plague possible to persuade her to go back again; 
but at last she went. Now, dearest, I do most 
truly tell thee, that I could not help this, that 
I did all I couid to prevent it, and have at last 
put an end to it. I was not in love, nor have any 
love left for any; but I could not exactly play the 
Stoic with a woman, who had scrambled eight hundred 
miles to unphilosophize me. Besides, I had been 
regaled of late with so many "two courses and a 
desert" (Alasl) of aversion, that I was fain to 
take a little ioye (if pressed particularly) by 
way of novelty.34 

For his sister's eyes, Byron slightly exaggerated 

his innocence and passivity; or perhaps he did not feel 

obliged to keep track of casual encounters with servant 

girls. Several months earlier, he had written to Hobhousei 

The host of our hotel mistook a German Chambermaid— 
whose red cheeks and white teeth had made me venture 
upon her carnally--for his wife, & stood swearing 
at the door like a Squadron of Cavalry, to the 
arauseraent or consternation of all his audience— 
till the raystery was developed by his wife walking 
out of her own roora & the girl out of raine.35 

^^Ltr. of Sept. 8, 1816; L & J. III, 347-48. "Desert' 
is Byron's spelling—possibly a pun. 

^^Ltr. of May 16, 1816; from Murray MSS., as quoted 
by Marchand, II, 619. 
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As Byron increased the distance between himself and 

his doraestic ills, he gradually began to regain his compo-

sure, and his letters once again reflected a tolerant and 

humorous interpretation of the doings and misdoings of man-

kind, including himself. Henry Fielding's influence upon 

Byron's epistolary style has already been discussed; and, 

during the period now under consideration, that influence 

began to reappear. The above letter to Hobhouse suggests 

a recurrence of the Fieldingesque raanner, echoing the scene 

in which Mr. Fitzpatrick believes he has found Tora Jones 

with his wifet 

"This villain hath debauched my wife, and is got 
into bed with her." "What wife?" cried Macklachlan; 
"do not I know Mrs. Fitzpatrick very well, and don't 
I see that the lady . . . is none of her?" 

Fitzpatrick, now perceiving, as well by the 
glirapse he had of the lady, as by her voice, . . . 
that he had made a very unfortunate mistake, began 
to ask many pardons of the lady. ô ; 

(x, ii; IV, 199-200.)^^ 

It might be objected that this particular likeness between 

Byron and Fielding is irrelevant, since the basic similarity 

lies in the occurrence rather than in the manner of report-
ing it. But facts are inevitably interpreted in the report-

ing. The facts observed by Lady Byron paralleled events in 

-̂  Unless otherwise indicated, quotations from Field-
ing are taken frora The Comnlete Works of Henrv. Fielding. Esq., 
ed. by William Ernest Henley, et al. (16 vols.; New Yorki 
Crosscup and Sterling, 1903; rpt. New Yorki Barnes & Noble, 
Inc, 1967); hereafter referred to as Works. In the paren-
thetical documentation, the first pair of numbers indicates 
the book and chapter of a novel or the act and scene of a 
play; the second pair of numbers refers to the volume and 
page in Works. 
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the Don Juan plays; the facts observed by Lord Byron paral-

leled events in Tom Jones. 

Byron spent sorae four months in Switzerland, three 

weeks in Milan, and then settled in Venice, where he was to 

reside for the next five years. After the moralistic cen-

sure he had endured in England, Byron found the lax moral 

atmosphere of Venice rauch to his likingi 

There is no convincing a woraan here, that she is 
in the sraallest degree deviating frora the rule of 
right or the fitness of things, in having an 
Araorosoi the great sin seeras to lie in concealing 
it, or in having raore than one; that is, unless 
such an extension of the prerogative is understood 
and approved of by the prior clairaant.37 

As was pointed out in the previous chapter, "the rule of 

right" and "the fitness of things" are two of Byron's 

favorite phrases frora Tora Jones. where they appear contin-

ually in the speeches of Mr. Square. 

In England, Byron had been a non-conformist, but 

when in Rome—or Venice—he was happy to do as the natives 

did.-̂  He had soon become the amoroso of Marianna Segati, 

whose husband owned a draper's shop on the ground floor 

of Byron's apartment. The affair proceeded smoothly for 

some months, until Marianna's sister-in-law became inter-

37 Ltr. to Murray, Jan. 2, I817í Quennell, II, 388. 

^ Byron quotes the proverb in Berno. st. 9î in Th§L 
Works of Lord Bvront Poetrv. ed. by R. E. Prothero (Londom 
John Murray, I898-I9OI; rpt. New Yorki Octagon Books, Inc, 
1966) IV, 161-62 (hereafter referred to as Poetrv). 
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ested in Byron. One evening, upon finding the sister-in-

law in Byron's apartment, Marianna beat the girl and drove 

her away, then went into hysterics and fainted in Byron's 

arms. At that precise raoraent, Marianna's husband arrived 

and demanded to know what was going on. Not having a ready 

explanation, Byron proposed that they first revive the un-

conscious matron. "I thought the best way would be to let 

her explain it as she chose (a woraan being never at a loss— 

the devil always sticks by them)."-^^ 

As Byron described the scene to Thomas Moore, it 

seemed to equal in draraatic potential any of the amatory 

mix-ups in Tora Jones. In fact, Byron was probably iraitating 

Fielding's raanner in order to present the episode in the 

most arausing light. His statement that "the devil always 

sticks by them" seeras an echo of Fielding's observation in 

Tom Jones that the devil "generally stands by those who are 

thoroughly his servant" (XVIII, v; V, 314). 

This episode also reinforced Byron's conviction that 

women are neither more passive nor more refined than men. 

He wrote to Augustai "I have nothing which would make you 

laugh much, except a battle some weeks ago in my apartment, 

between two of the fair 'sect' (sisters in law [sic]) which 
«40 

ended in the flight of one and the fits of the other. 

^^Ltr. to Thomas Moore, Jan. 28, 1817; as quoted 
by Marchand, II, 682-83. 

^^Ltr. of Feb. 25, 1817; in The Letterp of Lord Bvron. 
ed. by R. G. Howarth (rev. ed.; Londoni Dent, 1962), p. 156. 
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Byron's use of the term "sect" suggests an ironic deflation 

of the phrase "the fair sex." It also confirras that he was 

thinking of the episode in Fieldingesque terras, for "sect" 

in this sense is one of the habitual raalapropisras of Mrs. 
41 Slipslop in Josenh Andrews. 

During the first year of his residence in Venice, 

Byron was alraost certainly looking through Fielding's works 

once again, for these allusions to Tora Jones and Joseph 

Andrews are closely followed by a reference to Jonathan Wildi 

Since I wrote to you I have had a fever, . . . I 
saw no physician; they sent for one without telling 
me, and when I heard he was below I had him sent 
out of the house. And so I recovered. It was not 
Aglietti, I believe, but you may be sure if it had ^^ 
been, that prig should never have had a fee of mine. 

Byron's distrust of physicians calls to raind the quack 

doctors in Tom Jones. while his use of the word "prig" 

("thief") echoes Fielding's use of that cant term in 

Jonathan Wild. That Byron consciously took the term from 

Fielding was proved in an earlier chapteri In a note to 

Childe Harold's Pilgrimage. Byron had referred his readers 

to Fielding for a definition of "priggisra."^^ 

41 
See above, Chap. II, p. 73. 

42 
Ltr. to Hobhouse, Mar. 31, 1817; in Lord Bvron's 

C,orrespondence î Chieflv with Ladv Melbourne. Mr. Hobhouse. 
The Hon. Douglas Kinnaird. and P. B. Shelley. ed. by John 
Murray (2 vols.; Londons John Murray, 1922), II, 40 
(hereafter referred to as Corresnondence). 

43 ^See above, Chap. II, pp. 66-67. 
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Still another echo of Fielding occurs in a letter 

which Byron wrote to the editor of an Italian newspaper, 

concerning an article about hiraselfi "The conclusion that 

I 'surpass all the other adrairers of Buonaparte,' appears to 

44 

me to be a 'non sequitur' of the Literary Gazette of Jena." 

In a letter of I8I3, Byron had identified his use of the 

term "non sequitur" as being a quotation of the "learned 
45 Partridge" in Tora Jones. ^ In the novel, Partridge tries to 

prevent hiraself frora being identified with the supporters of 

the Young Pretender, just as Byron was trying to prevent 

himself from being identified with the "admirers of 

Buonaparte." The quotation is especially appropriate, 

because Partridge really was a Jacobite, and Byron really 

did admire Napoleon. Byron could assurae that the Italian 

newspaper editor would not understand the true raeaning of 

the allusion. 

During the sumraer of I8I7, Byron received a copy of 

C. R. Maturin's tragedy Manuel. which left hira unirapressed. 

He wrote to Murray, "As a play, it is irapracticable; as a 

poem, no great things." He found one line which, being a 

plagiarisra frora Dryden, had already been parodied by 

Fieldingi 

And as to "flinging off life like a garraent," heXagl 
thafs in Tom Thumb—see king Arthur's soliloquyi — 

Undated Itr., but in response to an article of 
Mar. 27, 1817; Correspondence. II, 48. 

^See above, Chap. II, pp. 79-80. 
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"Life's a mere rag. not worth a prince's wearing; 
I'll cast it off.^^o 

Quoting from meraory, Byron came closer to the original lines 

in Dryden's Love Triuranhant than to Fielding's version. 

Nevertheless, his recollection of the passage shows his 

continued fondness for Tom Thumb. 

About the sarae tirae Byron was reading Manuel. John 

Murray was glancing through a raanuscript tragedy submitted 

by Byron's forraer physician, Dr. Polidori. Byron had asked 

Murray to help Polidori in any way he could, and the 

publisher now found hiraself in a quandary. He did not want 

to offend his raost popular author, but he certainly did not 

want to publish Polidori's play. He escaped from his dilemma 

by asking Byron to write a polite rejection which he, Murray, 

would recopy and give to Polidori. Amused at the publisher's 

ploy, Byron responded with the racy "Epistle from Mr. Murray 

to Dr. Polidori." One passage contains a possible echo of 

Fieldingi "But—and I grieve to speak it—plays / Are drugs 

47 —mere drugs, Sir, nowadays." ^ In 1812, Byron had quoted 

to Lord Holland, "Poetry is a raere drug," adding that he 
48 

could not reraember the source of the quotation. Both 

^^Ltr. of June 14, 1817; L & J. IV, 135-

"̂̂ ln a Itr. of Aug. 21, 1817; Quennell, II, 415. I 
cite Quennell as a matter of principle: although Prothero 
has the lines quoted above, he expurgates another passage. 

^^See above, Chap. II, p. 69. 
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lines are possible variations of Fielding's bookseller, who 

49 
tells Parson Adams, "Sermons are mere drugs." ^ The 

parenthetical "I grieve to speak it" is also reminiscent of 

Fielding, echoing his many editorial asides, such as "With 

shame and sorrow are we obliged to proceed," when he reveals 

that Tora Jones has been in Mrs. Waters' room at raidnight.^ 

In the spring of 1817, Byron had toured Rorae in the 

company of his friend, Hobhouse. While a horrified English 

lady was "ready to sink" upon encountering him at St. 

Peter's,^ Byron was possibly meditating stanzas for the 

fourth canto of Childe Harold's Pilgrimage. He completed 

the work during the summer, after his retum to Venice. 

During the autumn, Byron continued to revise and expand the 

poem, while Hobhouse prepared voluminous historical notes 

for it. After the passage, "to conquer for the poet's sake, 

/ The drilled dull lesson, forced down word by word," Byron 

added a footnote of his owni 

These stanzas may probably remind the reader of 
Ensign Northerton's remarks, "D—m Homo," etc; 
but the reasons for our dislike are not exactly 
the same. I wish to express, that we become tired 
of the task before we can comprehend the beauty.52 

E. H. Coleridge explains Byron's allusion by citing the 

^oseph Andrews. I, xvii; Works. I, 94. 

^^Tom Jones, X, ii; Works. IV, 198. 

^^Ralph Milbanke, Earl of Lovelace, Astarte: as 
quoted by Marchand, II, 692. 

^^Childe Harold. IV, 75, n.; in Poetrv. II, 386, n. 
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following passage frora Fieldingi 

"Don't pretend to more ignorance than you have, 
Mr. Northerton; I suppose you have heard of the 
Greeks and Trojans, though, perhaps, you have never 
read Pope's Homer."—"D—ra Horaer with all ray heart," 
says Northerton. "I have the raarks of him . . . yet. 
There's Thomas of our regiraent always carries a Homo 
in his pocket."53 

Coleridge's ellipsis delicately conceals that part of 

Northerton's anatoray which bears the raarks of discipline. 

After Hobhouse had returned to England, carrying 

with hira the fourth canto of Childe Harold. Byron finally 

received word that the long-awaited sale of Ne.wstead Abbey 

had been achieved. When the lawyer John Hanson suggested 

that Byron travel to Geneva to meet a courier and sign the 

bill of sale, Byron adamantly refused to leave Venicei "I 

won't stir. I would not for the best friend I have in the 

world (always 'bating Scrope, who is not mx friend, but 
. Ch. 

'everybody's Huncaraunca')."^ Byron's allusion was to the 

fickle princess in Tom Thumbi 

NOODLE. By this time she is married to Tom Thumb. 
GRIZZLE. My Huncamunca? 
NOOD. Your Huncamunca, 

Tom Thumb's Huncamunca, every man's Huncamunca. 
(II, x; IX, 52.) 

Byron would have known that Fielding's lines are a parody of 

Shakespearei 

^^Tom Jones. VII, xii; as quoted in Poetrv. II, 386, 
n. 

^^Ltr. to Hobhouse, Apr. 17, 1818; C^rrfispQndence. 
II, 78. 
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John. . . . the lady is disloyal. 
Claudio. Who, Hero? 
John. Even she, Leonato's Hero, your Hero, every man's 

Hero.55 

Byron felt that his friends were trying to inconvenience him, 

possibly even conspiring to lure him all the way back to 

England.-̂  His allusion to the fickle heroine suggests that 

they did not have his best interests at heart. In one sense, 

"every man's Hero" would fit a male friend better than "every 

man's Huncamunca," but Byron also recognized a compliraent in 

his friends' desire to have him closer to home; therefore, he 

softened his rebuke by including a comic allusion rather than 

a serious one. 

Bvron and Nemesis 

By 1817 Byron began to feel an urge to strike back 

at Lady Byron and her allies. Like many strong eraotions, 

this one was arabivalent. Writing to Lady Byron herself, 

Byron could claira that he was leaving revenge to the godsi 

"Time and Nemesis will do that, which I would not, even were 

it in my power."^'^ But if Byron could leave his wife's fate 

to "time and Nemesis," he planned to take more direct action 

against her supporters. He wrote to Murrayi "I intend for 
CQ 

England this spring, where I have sorae affairs to adjust"; 

^%uch Ado about Nothing. III, ii. 

^^Ltr. to Murray, June 18, 1818; L & J. IV, 242. 

"̂̂ Ltr. of Mar. 5, 181?! L & J. IV, 68. 

^^Ltr. of Mar. 9, 1817; L & J. IV, 71. 
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and again to Moorei "In spring it is probable we may meeti 
cq 

at least I intend for England, where I have business."^^ 

In another letter to Murray, Byron revealed the type of 

"business" he had in raindi "There are one or two people whom 

I have to put out of the world, and as many into it, before 

I can 'depart in peace'; if I do so before, I have not 

fulfilled ray raission." Considering Byron's profligate 

life in Venice, he had no need of retuming to England in 

order to put more people into the world; in other words, he 

was actually meditating a return to England in order to duel 

61 

his chief enemies. 

Once Byron had settled down, he hated to move for any 

reason. He would not travel to Geneva, even to coraplete the 

sale of Newstead Abbey; and he eventually decided to forego 

the pleasure of dueling in England. But he was not ready to 

forget or forgive. In the suraraer of 1817, he wrote, in the 

fourth canto of Childe Harold's Pilgriraagei 

And Thou, who never yet of human wrong 
Left the unbalanced scale, great Nemesisl 
Here, where the ancient paid thee homage long— 
Thou, who didst call the Furies frora the abyss, 
And round Orestes bade thera howl and hiss 
For that unnatural retribution—just, 
Had it but been frora hands less near—in this 

^^Ltr. of Mar. 10, 1817; L & J. IV, 72. 

^^Ltr. of Apr. 9, 1817; L & J. IV, 98-99. 

^^Marchand notes that Byron "still talked of retum-
ing to England in the spring" (II, 685), and he quotes the 
passage about having "one or two people . . . to put out of 
the world" (II, 688); but he does not develop any relation-
ship between the two passages. 
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Thy former realm, I call thee from the dustl 
Dost thou not hear my heart?—Awakel thou shalt, and 

must.62 

When Byron received Murray's proofs of the fourth canto, he 

found that the word "Left" in line 2 of the above stanza had 

been printed "Lost." He imraediately wrote to Murrayi 

"Correct this, I pray,—not for the public, or the poetry; 

but I do not choose to have blunders raade in addressing any 

of the deities, so seriously as this is addressed." ^ 

Byron seeras to have been entirely serious in his 

invocation of Neraesis. A pronos of the separation from 

his wife, he wrote to Thoraas Moorei "Do you suppose I 

have forgotten it? It has coraparatively swallowed up in 

me every other feeling, and I ara only a spectator upon earth, 

64 till a tenfold opportunity offers." And when Lady Byron's 

barrister killed hiraself, Byron wrote with satisfactiom 

Sir Sarauel Rorailly has cut his throat for the 
loss of his wife. It is now nearly three years since 
he became, in the face of his compact (by a retainer— 
previous, and I believe, general), the advocate 
of the measures and the Approver of the proceedings, 
which deprived me of mine. I would not exactly, 
like Mr. Thwackum, when Philosopher Square bit his 
own tongue—"saddle him with a Judgement;" but 

"This even-handed Justice 
Commends the ingredients of our poisoned Chalice 
To our own lips." 

It was not in vain that I invoked Nemesis in the 
midnight of Rome from the awfullest of her ruins.^5 

^^St. 132; Poetrv. II, 426-27. 

63 Ltr. of Sept. 24, 1818; L & J. IV. 263. 

^^Ltr. of Sept. I9, 1818; L & J. lY, 263. 

^^Ltr. to Lady Byron, Nov. 18, 1818: L & J. IV. 268-69. 
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Byron's quotation frora Tora Jones was intended as grim 

humor; but the lines from Macbeth. immediately followingit, 

made the first quotation more appropriâte than Byron 

realized. In effect, he did, indeed, "saddle" Romilly 

"with a Judgeraent"; thus, in clairaing not to do so, he 

makes hiraself both vengeful and hypocritical, exactly like 

Parson Thwackum. 

Literarv Revenge 

Throughout 1817 and 1818, Byron was hungry for 

revenge. Although nothing carae of it, he had even considered 

retuming to England for a physical confrontation with his 

enemies. In such a mood, the author of English Bards and 

Scotch Reviewers was sure to find an appropriate literary 

outlet. Manfred and the third and fourth cantos of Childe 

Harold had given the poet a partial vent for his turbulent 

emotions, but these Romantic works clearly were not the 

right vehicles for savage personal satire. Neo-Classical 

satire was not exactly right, either, for this genre was 

traditionally reserved for general criticisra of society or 

for purely literary feuds. There seeraed to be no precedent 

forapoet's attacking his wife, in-laws, and former friends. 

For this reason, Byron felt the need to express himself in 

a new literary genre. He considered prose fiction, telling 

Murrayi 

I have not done a stitch of poetry since I left 
Switzerland, and have not, at present, the estro 
upon met . . . Perhaps one day or other, I may 
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atterapt sorae work of fancy in prose, descriptive 
of Italian raanners and huraan passion."" 

By the end of the year, Byron had corapleted a substantial 

portion of a novel in which he himself appeared under the 

6? 
name of "Don Julian." But the novel was not what Byron 

wanted, after all; for the manuscript disappeared, and no 

further mention was ever made of it. 

Byron discovered his new genre in the English 

imitation of an established Italian forra. During the autumn 

of 1817, he read J. H. Frere's The Monks and the Giants. a 

humorous poem in the Italian ottava riraa stanza, Impressed 

with Frere's work, Byron wrote Beppo as an experiraent in the 

new style. He told Murrayi 

I have since written a poera (of 84 octave stanzas), 
humourous, in or after the excellent manner of Mr. 
Whistlecraft (whora I take to be Frere), on a Venetian 
anecdote which araused me.68 

After he had dashed off Beppo. Byron discovered the Italian 

Ôocose epic which had been Frere's inspiration. Byron again 

wrote to Murrayi 

The style is not English, it is Italian;—Berni 
is the original of all. Whistlecraft was my imraediate 
modell Rose's Animali I never saw till a few days 
ago,—they are excellent. But (as I said above) 
Berni is the father of that kind of writing, which, I 
think, suits our language, too, very well;—we shall 
see by the experiment. If it does, I'll send you a 
volume in a year or two, for I know the Italian ¥ray 

^^Ltr. of Jan. 2, 1817; L & J. IV, 43. 

^"^Marchand, II, 720. 

^®Ltr. of Oct. 12, 1817; L & J. IV, 172-73. 
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of life well, and in time raay know it yet better; 
and as for the verse and the passions, I have them 
still in tolerable vigour.69 

After he had read the works of Frere, Berni, and Rose, Byron 

discovered additional raodels in the ottava rima poems of 

Casti and Pulci. He began to see the possibilities for a 

maôor work in the new style; and he wrote again to Murrayi 

"If Beppo pleases, you shall have more in a year or two in 

70 
the same mood." Byron was not yet certain about the new 

genre, for he wanted to know about the success of Benno be-

fore comraitting hiraself. His allusion to "the Italian way 

of life" suggests that he had not yet decided to use the 

Don Juan story. 

While he was farailiarizing himself with the ottava 

rima form, Byron was drifting toward his ultiraate decision 

to use the Don Juan story. Even before his raarriage, Byron 

had known a precedent for combining autobiography with the 

Don Juan legend. In an 1814 review of Carlo Goldoni's 

Memoirs. The Theatrical Inouisitor notesi 

The translator of the work before us asserts in 
his preface, that "it has been often pronounced 
one of the best specimens of auto-Biography," by 
Lord Byron and others.71 

If Byron read Goldoni's Meraoirs. then he knew soraething 

^^Ltr. of Mar. 25, 1818; L & J. IV, 217. 

"̂ L̂tr. of Apr. 23, 1818; L & J. IV, 231. 

"̂ T̂he Theatrical Inouisitor. III (Jan. 1814), 368. 
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about Goldoni's Don Giovanni Tenorio. Elizabeth F. Boyd 

statesI 

In the latter fDon Giovanni Tenorio]. Goldoni re-
venged hiraself on a faithless actress by incorporating 
the story of her treachery in the plot and raaking her 
play her own role of the traitor. Even if Byron 
never saw this play, he knew, from an amusing and 
notorious passage in Goldoni's memoirs, about this 
autobiographical use of the Don Juan legend.72 

In 1813 and 1814, Byron had no particular use for this 

inforraation; but we raay suppose that it reraained in the 

back of his raind until future events recalled it to his 

memory. 

In the two years following the separation from his 

wife, Byron ran across two additional allusions to the Don 

Juan story. Boyd statesi 

In 1816-1817, . . . Byron had his attention twice 
directed to the legend. In the novels of Casti, he 
met a flippantly satirical handling of the therae in 
the story of La Diavolessa. But especially in the 
Biographia Literaria. Chapter XXIII, he read S. T. 
Coleridge's original critique of Shadwell's Libertine. 
Coleridge brought up the questions of the true nature 
of Don Juan and the morality of his story in order 
to condemn, by contrast, the hero and morals of 
Maturin's Bertram. As Bertram. with its exaggeratedly 
Byronic hero, was one of the last plays Byron had 
sponsored through thick and thin in his Drury Lane 
comraittee work, he naturally read with care Cole-
ridge's faraous criticisra of the play.73 

Thus, three allusions to the Don Juan story eventually fused 

in Byron's mind. His interest in the reputation of C R. 

^^Elizabeth F. Boyd, Bvron's "Don Jnan"t A Critical 
Studv (New Brunswick, N.J.: Rutgers University Press, 1945; 
rpt. New Yorki Huraanities Press, 1958), p. 35. 

"̂ l̂bid.. pp. 35-36. 
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Maturin led him to read Coleridge's discussion of Don Juan. 

At the sarae tirae, Byron was studying the jocose epic; in 

Casti, he found a jocose Don Juan version. Byron also 

wanted a fictitious framework in which he could use auto-

biographical raaterial. Some time during this period, he 

remembered Goldoni's autobiographical use of the Don Juan 

story. 

At this point, it would seem that Byron was ready to 

begin Don Juan; in fact, he was not. Byron read Coleridge's 

critique of Maturin's Bertram in the autumn of 1817, and he 

was studying the jocose epic at the sarae tirae. In a single 

letter to Murray, Byron raentions both Coleridge and Frere 

74 and announces the coraposition of Beppo.' Thus, Byron was 

immediately impressed with the new genre, but he did not 

become interested in the Don Juan story until the following 

summer. When Byron finally began Don Juan in July of 1818, 

he was still uncertain about its potential. He continued 

his experiments with new forms, tuming this time to 

straightforward autobiography. He told Murrayi 

I have . . . two Stories, one serious and one ludi-
crous (â la Beppo). not yet finished, and in no hurry 
to be so. . . . I think of writing (for your full 
edition) sorae raeraoirs of ray life.75 

A week later, Byron wrote again to Murrayi 

"̂ L̂tr. of Oct. 12, 1817; L & J. IV, 171-73. 

75 Ltr. of July 10, 1818; L & J. IV, 245. 
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I have several things begun, verse and prose, but 
none in rauch forwardness. I have written some six 
or seven sheets of a life, which I mean to continue, 
and send you when finished. . . . If you could tell 
me exactly (for I know nothing, and have no corre-
spondence except on business) the state of the 
reception of our late publications, and the feeling 
upon thera, without consulting any delicacies (I am 
too seasoned to require them), I should know how 
and in what raanner to proceed.76 

," etc.), ^ and he raaintains this fiction in the above 

Byron often pretended that he was indifferent to 

public opinion ("I have not loved the world, nor the world 

me 

letter, asserting that he is "too seasoned to require" from 

Murray "any delicacies." But his extreme anxiety about the 

public reception of his works is obvious throughout this 

series of letters. He had already found the genre and the 

subject for a new raajor work, but he could not really get 

into it without some kind of encouragement frora Murray. If 

Beppo had failed, Byron would have abandoned Don Juan. just 

as he had earlier abandoned the "Don Julian" novel. He might 

have retumed, perhaps, to the Neo-Classical satire, or he 

might even have gone through with the publication of his 

Memoirs. 

Byron's indecision continued throughout the month of 

August. He set Don Juan aside and devoted his raain effort to 

the Meraoirs. telling Murrayi "About 20 sheets of long and a 

few of letter paper are already written of 'the life' and I 

"̂ L̂tr. of July 17, 1818; L & J. IV, 248. 

"̂ "̂ Childe Harold. III, 113; Poetrv. II, 286. 
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think of going through with it."' He wrote again, three 

weeks lateri 

The tales also are in an unfinished state, and I 
can fix no tirae for their corapletiom they are 
also not in the best manner. . . . The Meraoir is 
already above forty-four sheets of very large, 
long paper, and will be about fifty or sixty; but 
I wish to go on leisurely.79 

Shortly after this last letter to Murray, Byron set 

the Meraoirs aside and began to work in eamest upon Don Juan. 

completing the first canto only eleven days later. John 

Buxton argues convincingly that the final irapetus for Byron's 

commitraent to Don Juan was provided by Shelley, who arrived 

in Venice on August 23. During their first evening to-

gether, Byron entertained Shelley by reading aloud the best 

stanzas from the fourth canto of Childe Harold. Since this 

poem had been corapleted for some time, Buxton suggests that 

Byron must have done very little with Don Juant otherwise, 

he would have quoted stanzas from it. Buxton continuesi 

Within a few days of meeting again after a separation 
of two years, each was at work on his masterpiece, 
Byron on Don Juan and Shelley on Prometheus Unbound. 
. . . The mutual influence of Byron and Shelley was 
more subtle and more complex than any comparison of 
texts can suggest, for their qualities of raind and 
temper, as in most true friendships, were not similar, 
but compleraentary; such also were their poetic gifts. 
Each needed the presence of the other at this moraent 
in their lives in order to bring about that self-
knowledge which is prerequisite to all great achieve-
ment. Talking together that day in Venice each 

''̂ Ltr. of Aug. 3, 1818; L & J. IV, 250. 

"̂ L̂tr. of Aug. 26, 1818; L & J. IV, 251. 
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brought out what was best and raost characteristic 
in the other, and so, fired with an intense excite-
raent of writing poetry, they set out there and then 
on the chief work of their lives.80 

Byron suddenly found the needed self-confidence, 

and, for the first tirae, he really becarae indifferent to 

public opinion. For the reraainder of his life, he resisted 

the continuous criticisras of friends and reviewers alike, 

confidently raaintaining his belief in the ultiraate value 

of Don Juan. 

The Don Juan Tradition in Regency England 

Both the ottava riraa stanza and the Don Juan story 

had been brought to Byron's attention during the fall of 

1817. He iraraediately tried his hand at the former, but he 

did not decide to use the latter until the following summer. 

What occasioned Byron's hesitance to make use of the Don 

Juan legend? On the other hand, since he intended to break 

with the tradition, what persuaded hira that the story was 

indeed appropriate to his purposes? The raaterial already 

presented suggest a partial answer to these questions. 

Byron probably hesitated to use the story because it simply 

did not appeal to him. He liked realistic portrayals of 

human nature, narrated in a humorous manner and from a 

tolerant point of view. He liked Tom Jones because it met 

these criteria, and he disliked the Don Juan legend because 

80 
John Buxton, Bvron and Shellev; The Historv of a 

FriendRh^p (Londoni Macmillan, 1968), pp. 82-83. 
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it failed to meet thera. But Byron also recognized a corre-

spondence between the traditional Don Juan character and his 

own reputation in English society. This correspondence 

ultiraately led hira to use the legend, freely changing it to 

suit his own purposes. 

Thus, Byron's own nature partially explains his 

decisions conceming Don Juan. but extemal factors also 

played an iraportant role. In order to appreciate these 

factors, we raust reexaraine the Don Juan tradition as it 

existed in Byron's day. We raust forget raany twentieth-

century assumptions about the legend, namely, that it was 

originated by Tirso de Molina and that the best early ver-

sions were those of Tirso, MoliSre, and Mozart. Returning 

to priraarysources, the periodicals of Regency England, we 

shall find that these great artistic versions were almost 

totally unknown, at least until 1817. During his years in 

London, Byron would have known a Don Juan tradition, but it 

was not a literary tradition. It was a theatrical tradi-

tion, and "theatrical" in the least literary sense. Before 

1817, it is doubtful that any major English writer even 

considered using the Don Juan legend. 

Modern literary histories credit Tirso de Molina 

with having originated the Don Juan legend or, at least, 

with having produced the first major literary version of it. 

But Tirso seeras to have been entirely unknown in Regency 

England. Many other Spanish writers were known, especially 
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after the Peninsular Campaigns had raade Spain a popular 

topic of conversation. Conteraporary lists of new publica-

tions contain the titles of raany Spanish works translated 

into English, books newly arrived frora Spain, and even works 

in Spanish published in London. As raight be expected, the 

most popular writers were Cervantes, Calder6n, and Lope; but 

many others are also raentionedi G6ngora, Moreto, Lope de 

Rueda, Rojas, Guill^n de Castro, Antonio de Solîs, Iriarte, 

Montalvân, Pedro de Medina Medinilla, Vicente Mariner, Jorge 

de Monteraayor, Christ6val Suárez de Figueroa, Jerônimo de 

Urrea, Augustîn Alonso, Luis Barahona De Soto, Bemardo de 

81 

Balbuena, Boscán, Garcilaso, Navagero, and Moratln. 

Several of these writers have been virtually forgotten today, 

but they were known in Regency England. Tirso was not. The 

present writer has not discovered a single allusion to Tirso 

in an English periodical published during Byron's lifetime. 

Soraewhere, such an allusion raay exist; but the conclusion 

seems inescapablet Tirso was either totally unknown or 

virtually so. 

Boyd asserts that Tirso's Burlador de Sevilla was 

still popular in Spain and that Byron might have seen it 
81 

Compiled frora t h e f o l l o w i n g s o u r c e s : Edinburgh 
Review. IX (Oct . 1806) , 224-42 ; and XX ( J u l y 1812) , 254; 
Monthly RPV^PW, new s e r . , LXI ( J a n . 1810) , 63-64 ; Q u a r t e r l v 
Review, I (Feb. and May 1809) , 238 and 457; XII (Oct . 1814) , 
HO-/fl. XVIII (Oct . 1817 ) , 1-46; XXIII (May 1820) , 281 ; and 
XXV (Apr. 1 8 2 1 ) , 1-24. 
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while he was in Seville. But the above findings cast 

doubt upon Boyd's statement. If Tirso's play was frequently 

performed, it would surely have been in print. If it was 

popular, it would have been included araong the raany Spanish 

books exported to England. An altemative hypothesis is that 

Tirso's farae had suffered a teraporary eclipse, even in his 

native Spain. This view is supported by James Fitzraaurice-

Kelly, who statesi 

His name was almost forgotten till the end of the 
IBth century, when some of his pieces were timidly 
recast by Dionisio Solís and later by Juan Carretero. 
The renaissance of his fame, however, dates from 
1839-1842, when an incomplete but serviceable edi-
tion of his plays was published by Hartzenbusch.83 

Furtherraore, El burlador de Sevilla was more popular in Italy 

than it was in Spain. Even there, it was transformed into 

84 a mere pantomirae. Further support is added by Armand E. 

Singer, who finds that Tirso's three-act Don Juan version 

was followed in Spain by Antonio de Zamora's two-act imita-

tion of it in 1744.^ Fitzmaurice-Kelly says of Zaraora only 
86 

that he had "not improved" upon Tirso's play. By I836, 

Zamora's imitation had been replaced by a "reworking in five 

^^Boyd, p. 35. 

^^James Fitzmaurice-Kelly, "Tirso de Molina," Encvclo-
Daedia Britannica. llth ed. (I9IO), XXVI, 1012. 

James Fitzmaurice-Kelly, "Don Juan," Encvclonaedia 
Srilaimica, llth ed. (I910), VIII, 4l6. 

^Armand E. Singer, A Bibliogranhv of the Don Juan 
ihemet Versions and Criticisms (Morgantown:West Virginia 
University Press, 1954), entry no. 1355« 

86 
Fitzmaurice-Kelly, "Don Juan," p. 4 l 6 . 
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acts," an iraitation of an iraitation. ' Considering Byron's 
88 

allusion to Don Juan plays "in five acts," it seems possi-

ble that this anonyraous iraitation of Zaraora was extant be-

80 
fore its earliest known date of I836. ^ In any case, Byron 

had the opportunity, both in Spain and in Italy, to see imi-

tations of Tirso's play; but it is doubtful that he saw 

Tirso's original. When Byron was in Spain, a few of Tirso's 

works were being "tiraidly recast," but a "serviceable edi-

tion of his plays" was not to appear for another thirty years. 

We can now begin to understand why Byron did not conceive of 

the Don Juan legend as a literary tradition: he knew only 

the inferior iraitations of a noteworthy original. 

A remark recorded by Thomas Medwin supports the 

hypothesis that Byron was ignorant of Tirso. Byron's reg-

ular verse tragedies had not been well received by the cri-

tics, but Byron told Medwin: 

I hope, notwithstanding all that has been said, 
to write eight more plays this year, and to live 
long enough to rival Lope de Vega, or Calderon.90 

Byron's allusion to Lope was appropriate, but Tirso de Molina 

is known to have written more plays than CalderSn. A Span-

87 
Singer, entry no. 1355« 

^^Don Juan. I, 203; Poetrv. VI, 74. 

"singer says only that this anonymous work had 
become popular b^ I836. 

^^Lovell's Medwin. p. 123-
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ish textbook states: "Next to Lope he [Tirso] is the most 

91 productive dramatist in any language."^ Thus, Byron should 

have mentioned Tirso instead of Calderôn. He did not, be-

cause he was unfamiliar with Tirso. Although Medwin could 

have misquoted, there is no evidence that he did; and this 

passage agrees with our previous findings. 

In France, Moliêre's Don Juan version had suffered 

much the same fate as Tirso's. Because Moliêre's other plays 

remained well-known, his Don Juan was saved from coraplete 

oblivion. Byron probably knew of its existence, for The 

British Critic corapared Byron's Don Juan unfavorably with 

92 MoliSre's. But whether Byron had actually seen or read 

the play is another raatter. In the French theatres, it had 

been replaced by Thoraas Comeille's verse iraitation, which 

93 had actually been coramissioned by MoliSre's widow.^^ In 

England, Byron's contemporaries knew Henry Siddons' A Tale 

of Terror. which was a partial translation of MoliSre's Don 

94 Juan:^ but we find no sign of a complete and faithful 

translation in Byron's time. Byron could have read the play 

^ Walter T. Pattison, ed., Renresentative Snanish 
Authors (2 vols.; New York: Oxford University Press, 1958), 
1» 137. 

^^"Don Juan. XII-XIII-XIV," The British Critic. XX 
(Dec. 1823), 662-66; as quoted by Paul G. Trueblood, The 
Flowerî ig of Bvron's Genius: Studies in Bvron's "Don Juan" 
(Stanford, Cal.: Stanford University Press, 1945î rpt. New 
York: Russell & Russell, I962), p. 65. 

^^Wood, in MoliSre: Five Plavs. p. 252. 

^^Summers, in Shadwell, III, 14-15. 
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in French, or he could have read an older, out-of-print 

translation; but it is equally likely that he knew the play 

only by reputation and through various iraitations. Here 

again, he would have gained an impression of the Don Juan 

legend as a purely theatrical tradition, as opposed to a 

literary one. 

If Byron knew Thoraas Shadwell's The Libertine. he 

would hardly have been irapressed. Most critics do not con-

sider the play a major contribution to the Don Juan tradi-

tion, for it is calculated almost entirely for violent and 

spectacular stage effects. Although it was undeniably 
9*5 popular,^^ Edward J. Dent asserts that Shadwell's Restora-

tion contemporaries did not consider it a serious work." 

97 

Pitzmaurice-Kelly terms The Libertine "dull and obscene."'^' 

By the late eighteenth century, the play's slender preten-

sions to literary raerit had entirely disappeared in the 

pantorairae version which replaced it. It was this production 

that Byron alluded to in Don Juan. I, 1: 
I'll therefore take our ancient friend Don Juan, 

We all have seen hira in the Pantomime QQ 
Sent to the devil, somewhat ere his time.'̂  

QC 

^Summers, in Shadwell, III, 11. 

" Edward J. Dent, trans., Don Giovanni. by Lorenzo 
Da Ponte and W. A. Mozart (London: Oxford University Press, 
1938), p, xii. f 

^"^Fitzmaurice-Kelly, "Don Juan," p. 4l6. 

^^Poetrv. VI, 11. 
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This pantomirae was popular during and after Byron's London 

years, and we must assurae that it was this version of the 

story that Byron knew best. 

But Byron had good reasons not to base a major work 

upon a London pantoraime. In Byron's day, the so-called 

pantomirae was a raongrel genre. Parts of it were true 

pantorairae, but it also contained dialogue, rausic, dancing, 

and spectacular stage effects. The actual pantorairae 

sequences consisted of slapstick comedy, since the prota-

99 gonist was always the clown Harlequin.^^ As a spectator, 

Byron probably enjoyed pantomirae as rauch as anyone else 

did. Frederick L. Beaty points out that Byron was a personal 

friend of the raost faraous of the clowns, Joseph Griraaldi. 

As a London dandy and raan of the world, Byron enjoyed having 

the friendship of a faraous actor; but, in his capacity as 

writer, Byron carefully kept his distance from pantomime. 

He lamented the degradation of the English stage in English 

101 

Bards and Scotch Reviewers. and we have already seen that 

he revised out of Hints from Horace two allusions to the 

farce Tom Thurab. In April of 181?i Byron told Murray 

^^Adolphus W. Ward, "Pantomime," Encvclopaedia 
Britannina, Hth ed. (1910), XX, 684-86. 

Frederick L. Beaty, "Harlequin Don Juan," Joumal 
f̂ Enp̂ lisl̂  and Germanic Philologv. LXVII (1968), 396. 

^^^Ll. 560-617; Poetrv. I, 341-4?. 

^°^See Chap. I, pp. 54-55. 57. 
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that Manfred raust not be described as a draraa; it could be 

called "a 'poera in dialogue,' or—Pantorairae, if you will; 

103 any thing but a green-roora Synonirae." ^ Byron meant that 

the legitiraate draraa had becorae so debased that even panto-

mime was preferable. But the passage is ironic, and if By-

ron did not choose to be associated with draraa, he was even 

less likely to make use of pantomime material. 

Up to now, we have stressed the negative aspects of 

the Don Juan tradition. Byron felt a natural reluctance to 

take up the story because he saw it as a purely theatrical 

tradition, a fit subject only for pantomirae, burlesque, or 

farce. But this deficiency also had a positive aspect: 

the Don Juan legend already existed as a coraic tradition. 

Beaty stresses the raixture of coraedy and tragedy in the 

104 popular Don Juan versions. Dent goes a step further, 

asserting that comedy predorainated over tragedy. In the 

case of Shadwell's The Libertine. "however raorally edifying 

the supematural part raight be considered by the devout, it 

is at any rate a fact that it was habitually presented, like 

Punch and Jndv. in a huraorous spirit." ^ Even Mozart's 

Don Giovanni, was initially perforraed as a coraedy: 

To a cultivated audience such as frequented the 
Italian opera at Prague and Vienna it could only be 
presented as a joke, . . . 

^^^Ltr. of Apr. 9, 181?; L & J. IV, 100. 

^%eaty. pp. 396-97. 
10 ̂ent, p. xii. 
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There can be no doubt whatever that Don Giovanni 
raade its first appearance as a comic opera. It was 
so far from being a heroic or romantic opera that it 
was not even called a dramma eroi-comico. like a few 
operas of that day, . . . Don Giovanni himself is 
treated throughout as a more or less comic character; 
he never has a big serious song in the whole opera, 
. . . all his airs are in a light chattering style. 
We see him involved in affairs with three separate 
females, and every one of them goes comically wrong; 
this irresistible charmer is raade ridiculous on 
every occasion.^06 

To a raodern student, Dent's closing statement seems more 

appropriate to Byron's Don Juan version than to Mozart's, 

and a majority of modern critics have failed to appreciate 

the real nature of the Don Juan tradition as Byron knew 

107 it. It was a comic tradition, and Byron eventually made 

comic use of it; but it was also low comedy, and Byron was 

initially reluctant to use it for that reason. Despite his 

humorous or ironic assertions to the contrary, Byron had a 

serious underlying purpose in Don Juan. and he needed a 

respectable subject. 

A New Status for Don Juan 

Before 181?, the Don Juan story was not appropriate 

for Byron's purpose; but, in that year, English attitudes 

toward the legend underwent a dramatic change. A signifi-

cant event in the London theatrical world suddenly raade the 

Don Juan story respectable, while preserving its essentially 

comic nature. 

Dent, pp. xi-xii. 

107 
'̂ Beaty, p. 396, makes a similar statement. 



142 

This event was the London debut of Mozart's Don 

Giovanni. The opera was first advertised by the King's 

Theatre (the Italian opera house) on March 21, 181?: 

"Mozart's grand opera of Don Giovanni is in rehearsal, and 

1 ofi 
will be brought forward iramediately." Sirailar advertise-

ments appeared on March 22, 24, 25i 29; and April 7» 8, 11, 

and 12. After this considerable fanfare, the initial per-

formance finally took place on April 12. ^ The work was 

immediately and imraensely successful. On May 3t the follow-

ing notice appeared: 

In consequence of the extraordinary overflow of the 
pit at this theatre for several nights past, by 
which many hundred persons have been deprived of 
all access thereto, it is intended to throw open 
to the public as many of the upper tier boxes as 
may happen to be disengaged, so long as the opera 
of Don Giovanni shall be repeated.^lO 

The opera continued to be a great popular success throughout 

1817 and 1818. Its run was interrupted by performances of 

111 
other operas, beginning on May 17. 1817» but Don Giovanni 

was performed another dozen tiraes in 1819 and seven tiraes in 

1820.^^2 

^^^The Times. Mar. 21, 1817, p. 2, c. 3-

^^^lbid. , Apr. 12, 1817, p. 2, c. 3-

^^^lbid.• May 3, 1817. p. 2, c. 5-

^^^lbid.. May 17, 1817, p. 3, c. 4. 

^^^The Theatrical Inauisitor. XIV (Mar.-June, 1819), 
217. 299. 379, and 457; XV (July-Aug. 1819). 56, 100; XVI 
(Apr.-May 1820), 234, 311; and XVII (July-Aug. 1820), 69, 
l^. 
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This popular success was only part of the story. 

For the first time in England, a Don Juan version enjoyed 

critical acclaira. The Tiraes printed rave reviews on four 
113 separate occasions. -̂  Over a three year period, The Theat-

rical InQuisitor carried six different reviews of Don Gio-

vanni, all highly favorable, except for one occasion when a 

114 
new actor failed to carry off the part of Leporello. 
Leigh Hunt was enchanted with Don Giovanni. and his Exarainer 

115 carried laudatory reviews on four occasions. When Agnese 

temporarily replaced Don Giovanni at the King's Theatre, 

Hunt noted that its fate "might have been predicted;—it 

has been overpowered by the splendor of the other." 

Except for The Times. the present writer has not had access 

to the daily papers of that era; but it must be assumed that 

virtually all of them echoed the critical praises noted 

above. The Times prefaced its initial review with this 

stateraent: "So much has already appeared in the papers on 

^^^The Times. Apr. 14, 1817. p. 3, c 7; Apr. 16, 
1817. p. 3. c. 2; Apr. 21, 1817, p. 3, c. 4; May 28, 1817, 
p. 3, c. 2. 

^^^The Theatrical Inouisitor. X (Apr. I8I7), 297-98; 
XI (Aug. 1817), 136-38; XII (Feb. 1818), 119; XIII (Aug. 
1818), 137; XIV (Mar. I8I9), 217-18 (unfavorable); XVI (Apr. 
1820), 234-35. 

^^^The Examiner. no. 486 (Apr. 20, I8I7), pp. 252-
5̂ ; no. 490 (May 18, I8I7), p. 315; no. 501 (Aug. 3, 1817). 
pp. 489-90; no. 503 (Aug. 17, 1817), pp. 522-23. 

^^^lbid., no. 493 (June 9, 1817), p. 362. 
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the musical history and merits of this grand composition, 

that little of the critic's duty reraains to be per-

117 forraed." ^ The Theatrical Inouisitor says that the opera 

"has been the therae of universal adrairation, and has already 

118 
exhausted the powers of panegyric." 

Don Giovanni enjoyed virtually unprecedented success, 

both with the public and with the critics. Ovemight, the 

Don Juan legend was raised, not from obscurity, but from the 

status of a disreputable burlesque to a new level of liter-

ary and artistic respectability. For the first tirae, the 

legend seeraed a fit subject for a great English poet; and 

we may be sure that Byron read with interest the accounts 

that eventually raade their way to Venice in the extracts 

carried by French and Italian papers, in the packets sent 

by Murray and Shelley, and in the portmanteaus of English 
119 

travelers who called upon Byron. 

^̂ "̂ The Times. Apr. 14, 1817, p. 3, c. 2. 

^^^The Theatrical Inouisitor. X (Apr. 1817), 297. 

^Byron eagerly devoured the bits of news from Eng-
land which reached him at irregular intervals. On Dec. 4, 
1816, he writes to Murray: "I know no more of your island, 
or city, than the Italian version of the French papers 
chooses to tell me, or the advertisements of Mr. Colbum 
tagged to the end of your Quarterlv Review for the year agQ* 
(L & J. IV, 18). On May 12, 1817. he announces: "At last 
one of the parcels is arrived" (L & J. IV, 116). On May 30, 
he writes: "After an interval of months, a packet of Ta^eg, 
etc, found me at Rorae" (L & J. IV, 124-25). On Sept. 4, 
1817, he tells Murray: "Thanks for the Edinburgh and 
^uarte^ly, both very arausing and well written" (ÍLJL-J., IV, 

Shelley writes to Byron on Dec. 17, 1817« "I in-
"tend, however, in a short time to send you a parcel of books 
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Although Dent asserts that Don Giovanni was first 

perforraed as coraedy, the London reviews suggest that the 

King's Theatre troupe raust have interpreted it as a tragi-

comic work. Even so, the purely coraic versions were not 

(in about a week), which will speak for theraselves; and if 
I find that they will escape the embargo. I will inclose 
some newspapers" (CorresDondence. II, 62). Shelley writes 
again on Apr. 30, 1818: "You wiil receive your packets of 
books. Hunt sends you one he has lately published; and I 
am coraraissioned by an old friend of yours to convey 'Frank-
enstein' to you, . . . By an unfortunate raistake I left 
behind me the 2nd part of the 'Voyage to Corea,' and a poem 
called 'Beppo,' which Murray had sent to rae for you" 
(Correspondence. II, 76-77). 

On Sept. 19. 1818, Byron writes to Moore: "An Eng-
lish newspaper here would be a prodigy, and an opposition 
one a monster; and except some extracts from extracts in 
the vile, garbled Paris gazettes, nothing of the kind rea-
ches the Veneto-Lombard public" (L k J. IV, 257). On Apr. 27, 
1819, Byron writes to Galignani's Messenger (an English news-
paper published in Paris by an Italian), half-humorously 
describing himself as "Your constant reader," and alluding 
to previous issues of the paper which contained articles 
about himself. On Aug. 9. 1819, Byron writes to Murray: 
"The papers don't seem so fierce as the letter you sent 
seemed to anticipate, by their extracts at least in Galig-
nani's Messenger" (L & J, IV, 337). 

Byron's friend Hobhouse was in Italy throughout 1817 
and recorded visits from a number of tourists who had re-
cently been in England: M. G. Lev/is, Lord Kinnaird and 
Douglas Kinnaird, the Duke of Devonshire, a Mr. Joy and a 
Mr. Gregson of Oxford, the Americans Mr. Ticknor and Mr. 
Roberts, and Englishwoman named Mrs. Somerville, a young 
Dalmatian named Piazza, and a Mr. Parilini of Bassano (John 
Cam Hobhouse, Lord Broughton, Recollections of a Long Life 
[6 vols.; London: John Murray, 1910; rpt. New York: AMS 
Press, Inc, 1968], II, 74-86). 

Shelley's visit to Byron, beginning on August 23, 
1818, should also be noted. Shelley had seen Don Giovanni 
at least four tiraes (Buxton, p. 64; and The Journals of 
Claire Glairmont. ed. by Marion K. Stocking [Cambridge, 
Mass.: Harvard University Press, 1968], p. 518). Byron 
had already begun Don Juan. but had probably written only 
a few stanzas. Shelley could have reassured him that his 
choice of a protagonist was a tiraely one for the London 
book trade. 
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eclipsed; on the contrary, they borrowed new popularity 

from the success of Don Giovanni. On May I3, 1817, the 

Royal Circus and Surrey Theatre announcedi 

DON GIOVANNIi or, a Spectre on Horseback. The 
Marble Horse by a real Pony, except in the 2d 
Scene of Act 2, when, being made of wood, it 
can only be said to live in the reputation of 
the painter.^20 

This parody by Thoraas Dibdin enjoyed a considerable success. 

The Theatrical Inouisitor noted that the stage performance 

121 "produces many peals of laughter," and praised the pub-

122 lished version as well. This parody was still being 

performed a year later, when a reviewer laughed at it "very 

heartily," observing: "The scenes and situations are, many 

of thera, coraic, but to us nothing is so irresistibly droll 

as the coraposure with which the ghost takes his share in 

singing the rausical finale." "̂  

Dibdin's parody was followed by no fewer than four 

other parodies and iraitations of Mozart. The opera was 
. 124 
t ranslated as Don Juan a t the Engl ish Opera and as The 
Ljbertine a t Covent-Garden. ^ Other parodies included 

^^^The Tiraes. May 13 , 1817, p . 3 , c . 5. 

^^^The T h e a t r i c a l I n o u i s i t o r . XI ( Ju ly I 8 I 7 ) , 80. 

^ ^ ^ l b i d . , p . 59. 

^ ^ ^ l b i d . , XII (May 1818), 376. 
Ip/j-

Walley C. Oulton, A His torv of the Theatres of 
London, Containing an Annual Reg i s t e r of New Pieces (3 vo ls .1 
I'Ondon: C. Chapple, 1818), III, 265. 

^^^The Theatrical Inouisitor. X (May I8I7), 387, 389-
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Harleouin's Visiont or. The Feast of the Statne at Drury-

Lane and Giovanni in London at the Olympic Theatre.^^"^ 

Thus, the Don Juan story continued to occupy considerable 

public attention throughout 1817 and 1818. Three serious 

versions were being perforraed: Mozart's Don Giovanni and 

two different translations of it. The older comic tradition 

of Don Juan regained popularity, as three parodies continued 

to hold the stage simultaneously with the serious versions. 

By late 1818, the time was ripe for Byron's venture into the 

Don Juan tradition. 

Conclusion 

In a sense, Don Juan is indebted to only one great 

influence: it grew out of traumatic events in Byron's own 

life. It encompasses the Don Juan tradition, because this 

legend embodied essential elements of Byron's own life and 

character, as perceived by the society in which Byron lived. 

But in Byron's hands, the Don Juan story became thoroughly 

fused with the story of Tom Jones. This great humanistic 

novel also contained vital elements of Byron's character 

and of his society, as perceived by Byron hiraself. 

In addition to its combination of plot elements from 

life and literature, Don Juan also represented a new mode in 

English literature. It combined the English colloquial 

^^^The Theatrical nouisitor. XII (Jan. 1818), 50-51. 

^^"^lbid.. pp. 60-61. 
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tradition of Fielding and other great writers with the 

Italian jocose epic tradition of Berni and Pulci. Domina-

ting all of these diverse elements was Byron's own personali-

ty, huraorous and cynical, yet sentiraental at the same time, 

and, above all, realistic. 

Finally, we raust recognize that Don Juan was also a 

product of its own tiraes, despite the critical attacks which 

it provoked among Byron's contemporaries, and despite our 

own recognition of it as a great work of art. It owed its 

form to Byron's chance encounter with an imitation of Bemi 

by J. H. Frere. Its very title and subject were made possi-

ble only by the revival of interest in the Don Juan legend 

during 1817 and 1818. Even when Byron had decided upon the 

genre and the subject matter, his ultimate comraitraent to the 

work may have been inspired by Shelley's visiting him at an 

appropriate raoraent, renewing his zest for poetry and bol-

stering his confidence in his own poetic powers. 

In short, the genesis of Don Juan was as coraplex as 

Byron's own personality, blending the influences of life and 

literature, atterapting to reconcile raorality and licentious-

ness, and reflecting a spirit both roraantic and realistic. 

Byron's adrairation of Fielding was only one of raany factors 

which ultimately led to Don Juan. but it did play a signifi-

cant role. 



CHAPTER IV 

DON JUAN. CANTO I, AND TOM JONES. BOOKS I-VI 

It has long been recognized that Fielding's Tom 

Jones contains three broad divisions corresponding to the 

major shifts in setting. The first six books take place on 

or near Squire Allworthy's country estate, Books VII-XII 

take place in various towns on the road to London, and Books 

XIII-XVIII take place in London itself. Seeking an overall 

plan for Don Juan. Byron adopted Fielding's three-movement 

structure, although he failed to maintain Fielding's equal 

proportions in regard to the lengths of the major divisions, 

Purthermore, Byron maintained a series of close parallels 

to Tom Jones only in the first canto of Don Juan. following 

the novel in a rauch raore general raanner thereafter. Thus, 

Canto I of Don Juan is closely raodeled upon Books I-VI of 

Tom Jones. Cantos II-IX more generally approximate the 

action of Fielding^ Books VII-XII, and Don Juan's arrival 

in England is approximately equivalent to Tom Jones's arrival 

in London. 

The present chapter will provide a close study of 

this first series of parallels. It will be seen that 

virtually every character in Canto I is raodeled upon one or 

wore characters in Tom Jones. Although previous critics 

149 
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have been quick to note similarities between the raale prota-

gonists of the two stories, the present study will show that 

Byron was raost indebted to Fielding in his portrayal of the 

heroine, Donna Julia. In addition to providing raodels for 

the characters of Canto I, Tora Jones also had a strong 

influence upon Byron's overall plot and upon specific inci-

dents. In his descriptions of doraestic quarrels, araatory 

indiscretions, bedroom scenes, and fights between rivals, 

Byron had in every case a precedent in Tom Jones. He took 

many key phrases and occasionally entire passages from 

Fielding. 

Although our principal interest is in Fielding's 

influence upon Byron, this influence did not occur in a 

vacuum; and our sense of proportion can best be maintained 

by including at least a general discussion of the other 

major influences. Thus, it will be seen that the characters 

and incidents in the first portion of Canto I spring from 

two major sources: Tora Jones and Byron's own life. At the 

raidpoint of the Canto, a third major ingredient is added: 

here Byron begins his ironic treatment of the traditional 

Don Juan story. Of course, Byron also employed many echoes, 

allusions, and quotations from other literary works; but, 

for the most part, these lesser influences will be left for 

future investigators. 
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Josg and Inez and Bridget and Blifil 

Before developing the initial parallels between Tom 

Jones and Don Juan. it may be helpful to refresh the reader's 

memory by briefly suraraarizing the relevant events in Books I 

and II of Tom Jones. Bridget Allworthy is the sister of the 

widowed Squire Allworthy. Although the fact is not revealed 

until the end of the novel, she has had an affair with a 

young parson and is the real mother of Tom Jones. Bridget 

is courted and married by Captain Blifil, who is interested 

chiefly in the prospect of inheriting Allworthy's consider-

able estate. During the courtship, Blifil constantly 

compliments Bridget's intellectual attainments; afterwards, 

he reveals his true contempt for her. They live in mutual 

hatred for sorae years until Blifil dies of an apoplexy 

during an evening stroll about the estate. The offspring 

of this union is the younger Blifil, who subsequently be-

comes Tora Jones's principal antagonist. 

In the opening stanzas of Don Juan. Byron wanted to 

present his own side of the separation story and to ridicule 

his wife's version of events. Donna Inez is so universally 

known to be a caricature of Lady Byron that few critics have 

sought any literary precedents for her. It should be remem-

^ered, however, that Byron had long had the habit of compar-

ing real people to fictitious characters. His own married 

life recalled to his mind the unfortunâte relationship be-

tween Bridget Allworthy and Captain Blifil; therefore, his 
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partially fictitious account of his marriage naturally drew 

upon the relevant materials in Tora Jones. 

Like Lady Byron, Donna Inez was a "Bluestocking," 

an intellectual woraan: 

She raade the cleverest people quite asharaed, 
And even the good with inward envy groan, 

Finding theraselves so very rauch exceeded, 
In their own way, by all the things that she did.-

(St. 10; p. 16.)^ 

When Byron's literary advisers protested this parody of his 

wife, Byron replied, with obvious satisfaction, that the 

portrait was fictitious. Byron was not being entirely in-

sincere, for he had indeed based this passage upon Fielding's 

description of Bridget Allworthy in Tom Jones: "To say the 

truth, she had read much English divinity, and had puzzled 

more than one of the neighboring curates"(I, x; III, 49). 

Byron turns the puzzleraent of "the neighboring curates" into 

the shame of "the cleverest people" and the "inward envy" of 

taken from 
In this chapter, virtually all of the quotations are 

w"«.̂ii xi'ora Byron's Don Juan and Fielding's Tom Jones. In 
order to avoid a proliferation of repetitive footnotes, these 
quotations have been docuraented parenthetically. After quo-
tations from Byron, the stanza nuraber invariably refers to 
Canto I of Don Juan: the page nuraber invariably refers to 
Vol. VI in The Works of Lord Bvron: Poetrv. ed. by Emest 
Hartley Coleridge (7 vols.; London: John Murray, 1898-1904; 
rpt. New York: Octagon Books, Inc, I966); hereafter re-
ferred to as Poetrv. 

In the parenthetical docuraentation of quotations 
from Fielding, the first pair of nurabers indicates book and 
chapter, or act and scene, as the case raay be; the second 
Pair of numbers indicates volume and page in The Comnlete 
Workî- nf Henrv Fielding. ESQ . . ed. by William Emest Henley, 
ê l ^ . (16 vols., New York: Crosscup and Sterling, 1903» 
rpt. New York: Barnes & Noble, Inc, I967). 
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"even the good." Continuing his description of Donna Inez, 

Byron pictures her as "Morality's prira personification" 

(St. 16, p. 18), and addsi 

Ohl she was perfect past all parallel— 
Of any raodern feraale saint's comparison. 

(St. 17, p. 18.) 

Again, Byron meant to invite a comparison with Lady Byron, 

but he could say with coraplete honesty that the picture was 

taken frora fiction, naraely, from Fielding's fiction. Field-

ing describes Bridget as having a "saint-like" disposition 

and states furthen 
Indeed, her conversation was so pure, her looks so 
sage, and her whole deportment so grave and solemn, 
that she seemed to deserve the name of saint equaliy 
with her namesake, or with any other feraale in the 
Roraan calendar. 

(I, x; III, 49.) 

It should be noted that Byron's phrase "any modern female 

saint" is an especially close parallel to Fielding's "any 

other female in the Roman calendar." 

Although Donna Inez is chiefly based upon Bridget 

Allworthy, she also has a few characteristics of Fielding's 

Mrs. Westem, the aunt of Sophia Western. Byron says: 

His mother was a learned lady, famed 
For every branch of every science known— 

Her raeraory was a raine: she knew by heart3 
All Calderon and greater part of Lop^, 

So, that if any actor raissed his part, 
She could have served him for the prorapter's copy. 

(Sts. 10-11, p. 16.) 

^l have corrected an obvious typographical errorí 
"she knew by hear / . . . " 
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In this respect, Inez is not especially like Bridget, but 

Fielding says of Mrs. Westemi 

She had considerably iraproved her raind by study; 
she had . . . read all the modern plays, operas, 
oratorios, poeras, and roraances—in all which she 
was a critic 

(VI, ii; III, 274.) 

Thus, Byron found still another passage in Fielding which 

admirably suited his purpose. In the subsequent development 

of Mrs. Westem's character, a supposedly intellectual woman 

is again shown to be a foolish and ignorant pedant. 

If Donna Inez is principally based upon Bridget 

Allworthy, then we may expect to find some similarities also 

between Don Jos^ and Captain Blifil. Byron implies that Jos^ 

might have been a railitary man: "A better cavalier ne'er 

mounted horse" (St. 9» p. 16); and Fielding says that Blifil 

was a retired officer with a scar which "denoted his valour" 

(I, x; III, 50). Both characters are largely incompatible 

with their spouses. Byron describes Jos^ as having "no 

great love for leaming, or the leamed" (St. 19» p. 19) and 

adds that he is one of those 

Gentlemen, who, though well bom and bred, 
Grow tired of scientific conversation. 

(St. 22, p. 20.) 

This passage of Byron's is an especially close parallel to 

Pielding's description of Blifili 

The captain, like a well-bred man, had, before 
marriage, always given up his opinion to that of 
the lady; . . . 
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. . . he grew weary of this condescension, 
and began to treat the opinions of his wife with 
. . . haughtiness and insolence. 

(II, vii; III, 93.) 

Note that Blifil was "well-bred," but "grew weary" of his 

wife's "opinions," while José is "well bom and bred," but 

grows "tired of scientific conversation." Thus, the paral-

lels are not raerely in the situation, but extend to the 

diction and the sequence of ideas. 

In both stories, the wives react to their husbands' 

treatment in similar fashions. Byron says that Inez "had a 

devil of a spirit" (St. 20, p. 20), while Fielding says of 

Bridget: "She was far from enduring the indignity with a 

tame subraission" (II, vii; III, 93). In both cases, raarital 

discord becarae inevitable. "Don Jos^ and his lady quar-

relled" (St. 23» p. 20); as for Bridget and Blifil, "many 

quarrels . . . arose between them" (II, vii; III, 92). In 

both cases, these quarrels were long kept from public view. 

Jos^ and Inez 

lived respectably as raan and wife, 
Their conduct was exceedingly well-bred, 

And gave no outward signs of inward strife. 
(St, 26, p. 21.) 

This observation of Byron's parallels that of Fielding con-

cerning Bridget and Blifilt 

It is possible for a third person to be very intimate, 
nay, even to live long in the same house, with a 
married couple, who have any tolerable discretion, 
and not even guess at the sour sentiments which they 
bear to each other. 

(II, viii III, 95.) 



156 

Early in their stories, both Byron and Fielding 

intrude themselves into the narratives. Byron writesi 

But if there's anything in which I shihe, 
'T is in arranging all my friends* affairs, 
Not having, of ray own, domestic cares. 

And so I interfered, and with the best 
Intentions, but their treatment was not kind. 

(Sts. 23-24, pp. 20-21.) 

Fielding's authorial intrusion is less active, as he merely 

includes himself among the guests at the breakfast table: 

Miss Bridget rings her bell, and Mr. Allworthy 
is summoned to breakfast, where I must attend, 
and, if you please, shali be glad of your corapany. 

(I, iv; III, 28.) 

Byron also follows Fielding's precedent by killing 

off one of his raajor characters in order to siraplify the 

plot. Byron writes: 

The lawyers did their utraost for divorce, 
But scarce a fee was paid on either side 
Before, unluckily, Don José died. 

He died: and most unluckily, because, 
According to all hints I could collect 

From Counsel learnéd in those kinds of laws, 
(Although their talk's obscure and circumspect) 

His death contrived to spoil a charraing cause. 
(Sts. 32-33. p. 23.) 

Since we have already seen that Jos^ is largely raodeled after 

Captain Blifil, it is not surprising that his reraoval from 

the story parallels that of Blifil. Byron's stanzas echo 

the following passage frora Fielding: 

One of the most xmlucky as well as unseasonable 
accidents happened to him. . . . just at the very 
instant when his heart was exulting in meditations 
on the happiness which would accrue to hira by Mr. 
Allworthy's death, he himself—died of an apoplexy. 
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This unfortunately befell the captain as he was 
taking his evening walk by himself. 

(II, viii; III, 98.) 

Like the death of Captain Blifil, José's death is con-

venient, because it allows the narrator to return to the 

main story line. In both cases, the narrators distract 

our attention from this manipulation of the plot by assign-

ing an ironic reason for the death's being "raost unlucky." 

Fielding's story of Bridget and Captain Blifil 

suited Byron's needs for two reasons. In the first place, 

it gave a fictive coloring, however slight, to a story that 

was otherwise purely autobiographical. Even though Byron 

intended the autobiographical eleraents to be recognized, he 

could still protest with coraplete veracity that the story 

was based on nothing raore than fiction (Fielding's fiction). 

But Fielding's episode also aided Byron in his raanageraent 

of the autobiographical raaterials. Byron's story has two 

fictionalized portraits of hiraself: Jos^ is Byron as an 

adult, and Juan is Byron as a child. As Juan grew to 

adulthood, it would become increasingly awkward to maintain 

these two autobiographical figures (plus an intrusive nar-

rator). Fielding's model suggested an appropriate escape 

from this dilemraa. The death of Don José not only frees the 

center-stage for Don Juan; it also allows a shift in the 

real-life equivalency of José and Inez. Jos5 now becomes a 

fictitious parallel to Byron's father, rather than to Byron 

himself. In some respects, Inez now becomes a parallel to 
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Byron's mother, though she continues to raanifest character 

traits of Lady Byron, as well. 

The Sources of Donna Julia 

The characterization of Donna Julia is one of By-

ron's most underrated artistic achievements. Her apparent 

simplicity of character has probably prevented critics from 

seeing the true coraplexity of her derivation. To a large de-

gree, she is based upon Byron's half-sister, Augusta Leigh; 

but she has other real-life sources, as well. In sorae re'-

spects, she and her husband are like Byron's friends Frances 

and Jaraes Webster; and, in a few ways, Julia is even like 

Lady Byron. In addition to these autobiographical sources, 

Byron also used a rich variety of literary raaterials in his 

creation of Donna Julia. The principal literary sources for 

her character are the two woraen in Tora Jones's life, Sophia 

Western and Molly Seagrim. In sorae ways, she is like Tom 

Jones hiraself, and at least one description of her is taken 

from Fielding's farce Tom Thumb. Literary sources other 

than Fielding include Dante's story of Francesca of Rimini 

and Dona Ana in the traditional Don Juan story. 

Real-life sources for Donna Julia are initially 

suggested by her relationships to her husband and to Donna 

See Ccleridge's notes in Poetrv. VI, 36-37. For 
other literary analogues, see Elizabeth F. Boyd, Bvron's 
"Don Jnan": A Critical Studv (New Brunswick, N.J.: Rutgers 
University Press, 1945; rpt. New York: The Humanities Press, 
^958), pp. 113-15, and elsewhere. 
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Inez. Byron says of Julia and Alfonsot 

They lived together as most people do, 
Suffering each other's foibles by accord, 

And not exactly either one or two. 
(St. 65. p. 33.) 

This situation corresponds soraewhat to the married life of 

Byron's sister Augusta and her husband Col. Leigh, of By-

ron's friends Frances and James Webster, and, for that mat-

ter, of a good many of Byron's aristocratic acquaintances. 

More specific autobiographical parallels occur in the re-

lationship between Julia and Inez. Byron says that Inez 

had once been suspected of being Don Alfonso's lover. After 

Alfonso's raarriage, 

She took his lady also in affection, 
And certainly this course was rauch the besti 

She flattered Julia with her sage protection, 
And coraplimented Don Alfonso's taste; 

And if she could not (who can?) silence scandal, 
At least she left it a more slender handle. 

I can't tell whether Julia saw the affair 
With other people's eyes, or if her own 

Discoveries raade, but none could be aware 
Of this, at least no syraptom e'er was shown. 

(S t s . 67-68, pp. 33-34.) 

In general, Inez i s to be equated with Lady Byron, but in 

this passage, a character reversal occurs. With the hint of 

a previous a f f a i r with Alfonso, Inez becoraes a l i t e r a r y ana-

logue of Augusta, and Ju l ia teraporarily becoraes the equi-

valent of Lady Byron. Inez' "protection" of Ju l ia and her 

complimenting Alfonso's t a s t e have p a r a l l e l s in Augusta's 

behavior to the younger Annabella. The friendship between 

the two woraen was an e f f e c t i v e way to "si lence scandal," 
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namely, the rumors of an incestuous relationship between 

Byron and Augusta. Julia's refusal to acknowledge the 

rumors about Alfonso and Inez suggests Annabella's response 

to the ruraors about Byron and Augusta. 

It has long been recognized as an author's preroga-

tive to make his heroines even more beautiful than their 

real-life counterparts. Thus, it is not surprising that 

Julia's physical description is more suggestive of Field-

ing's Sophia than of Augusta, Annabella, Frances, or any of 

the other real women in Byron's life. Byron describes Julia 

as having "many charms" "as natural / As sweetness to the 

flower" (St. 55, p. 30), while Fielding's Sophia is "adomed 

with all the charms in which nature can array her" (IV, ii; 

III, 146). Julia's eye "was large and dark, suppressing 

half its fire" (St. 60, p. 31). while Sophia's "black eyes 

had a lustre in thera, which all her softness could not 

extinguish" (IV, ii; III, 147). Byron continues his de-

scription of Julia as followsi 

Her glossy hair was clustered o'er a brow 
Bright with intelligence, and fair, and smooth; 

Her eyebrow's shape was like the aerial bow, 
Her cheek all purple with the beara of youth, 

Mounting, at tiraes, to a transparent glow, 
As if her veins ran lightning; she, in sooth, 

Possessed an air and grace by no raeans coraraoni 
Her stature tall—I hate a dumpy woman. 

(St. 61, p. 32.) 

Many of these details can be found in the portrait of Field-

ing's heroine. Sophia has black, luxuriant hair, and her 

eyebrows are full and arched. Julia's "purple" cheek 
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possibly echoes the "verrailion" of Sophia's blush, and 

Sophia also is "a middle-sized woman, but rather inclining 

to tall" (IV. ii; III, 147). 

Unlike Sophia in her relationship to Tora Jones, 

Julia is sorae years older than Don Juan. In this respect, 

she is like Byron's older sister, Augusta. Nonetheless, the 

involveraent between Julia and Juan is sirailar in raany other 

ways to that between Sophia and Jones. Both affairs begin 

as innocent childhood friendships. Byron says of Juliai 

Juan she saw, and, as a pretty child, 
Caressed hira often. 

(st. 69» p. 34.) 

Sophia's fondness for Jones begins when both are children 

(IV, v; III, 156). As tirae passes, the nature of the 

friendship gradually changes. Byron writesi 

Whate'er the cause raight be, they had becorae 
Changed; for the dame grew distant, the youth shy, 

Their looks cast down, their greetings almost dumb, 
And rauch erabarrassraent in either eye. 

(st. 70, p. 34.) 

Similarly, Fielding says of Tom Jones: 

Art made hira more than ever reserved to Sophia, and 
forbade him to address any of his discourse to her, 
nay, to avoid meeting her eyes. . . . If his eyes 
accidentally met hers, the blood rushed into his 
cheeks, and his countenance becarae all over scarlet. 

(V, vi; III, 234.) 

Being older than Juan, Donna Julia has a better idea of 

what is happeningi 

There surely will be little doubt with some 
That Donna Julia knew the reason why. 

(st. 70, p. 34.) 
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In this respect, Julia is raore like Tora Jones than like 

Sophia. According to Fielding, Jones observed 

that all was not well in the tender bosom of Sophia, 
an opinion which many young gentlemen will, I doubt 
not, extremely wonder at his not having been well 
confirmed in long ago. 

(V, ii; III, 215.) 

It should be noted that Byron copies Fielding in a purely 

nonessential characteristic of the passage, namely, in his 

anticipation of audience reaction. Thus, Byron's "There 

surely will be little doubt with some" is almost certainly 

an echo of Fielding's "many young gentlemen will . . . 

extremely wonder." 

In both Don Juan and Tora Jones. the heroines unsuc-

cessfully atterapt to conceal their eraotions. Byron writesi 

Yet Julia's very coldness still was kind, 

And if she raet hira, though she smiled no more, 
She looked a sadness sweeter than her sraiie, 

As if her heart had deeper thoughts in store 
She raust not own. 

(Sts. 71-72, pp. 34-35.) 

Julia's behavior again parallels that of Sophiai 

Notwithstanding the nicest guard which Sophia en-
deavored to set on her behavior, she could not avoid 
letting some appearances now and then slip forth; . . . 
What her lips, therefore, concealed, her eyes, her 
blushes, and many little involuntary actions, betrayed. 

(V, ii; III, 213.) 

The protagonists' inabilities to conceal their eraotions are 

ĝain described in these lines from Don Juani 

But Passion most disserables, yet betrays 
Even by its darkness; as the blackest sky 
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Foretells the heaviest terapest, it displays 
Its workings through the vainly guarded eye. 

(St. 73» p. 35.) 

Fielding also returns to the subject, alluding this time to 

Tom Jonesi 

It may, perhaps, be a question whether the art which 
he used to conceal his passion, or the means which 
honest nature employed to reveal it, betrayed him most. 

(V, vi; III, 233.) 

In both stories, the protagonists spend a great deal of time 

sighing. Byron's line, "Then there were sighs, the deeper 

for suppression" (St. 74, p. 35), echoes Fielding's de-

scription of Jones: "If any discourse tended . . . to raise 

the idea of love, an involuntary sigh seldora failed to 

steal from his bosora" (V, vi; III, 234). 

As the infatuation progresses, both Julia and Sophia 

resolve to conquer their eraotions. Byron saysi 

Poor Julia's heart was in an awkward state; 
She felt it going, and resolved to raake 

The noblest efforts for herself and raate, 
For Honour's, Pride's, Religion's, Virtue's sakei 

Her resolutions were raost truly great. 
(st. 75» p. 35.) 

And Fielding says of Sophiai 

That passion which had forraerly been so exquisitely 
delicious becarae now a scorpion in her bosora. She 
resisted it, therefore, with her utraost force, and 
summoned every argument her reason (which was sur-
prisingly strong for her age) could suggest, to 
subdue and expel it. 

(IV, xii; III, 193.) 

Both heroines decide to break off the incipient affair before 

any real damage is done. Julia "vowed she never would see 
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Juan more" (St. 76, p. 35)» and Sophia "resolved, therefore, 

to avoid Tom Jones as much as possible" (IV, xii; III, 193). 

The only difficulty with noble resolutions is that 

we never carry them out unless we really want to. Julia and 

Sophia do not really want to give up their young men; thus, 

their earlier attempts to conceal their feelings frora others 

are now transformed into equally vigorous efforts to deceive 

themselves. Julia convinces herself that she can safely 

indulge in a platonic affection for Don Juani 

And, then, there are such things as Love divine, 
Bright and iraraaculate, unraixed and pure, 

Such as the angels think so very fine, 
And matrons, who would be no less secure, 

Platonic, perfect, "just such love as mine;" 
Thus Julia said—and thought so, to be sure; 

And so I'd have her think, were X the man 
On whora her reveries celestial ran. 

(St. 79» p. 36.) 

Ju l ia ' s self-deception i s v i r t u a l l y iden t i ca l to tha t of 

Sophiai 

[Jones's actions] raised in her mind two of the 
best affections which any lover can wish to raise 
in a mistress--these were, esteem and pity—for 
sure the most outrageously rigid among her sex will 
excuse her pitying a man whom she saw miserable on 
her own account; nor can they blarae her for esteeming 
one who visibly, from the most honorable motives, 
endeavored to smother a flarae in his own bosora, which, 
like the famous Spartan theft, was preying upon and 
consuraing his very vitals. 

(V, v i ; I I I , 235.) 

Fielding's phrase "esteem and pi ty" conveys rauch the same 

idea as Byron's "Love divine" and "Pla tonic ." F ie ld ing ' s 

assertion tha t "even the raost outrageously r ig id among her 

sex wil l excuse her" i s echoed by Byron's statement that 
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matrons, as well as angels, think platonic love "so very 

fine." Finally, both narrators inject a note of irony into 

their analysis. Fielding says that these are "the best 

affections which any lover can wish to raise in a mistress," 

and Byron echoes the idea in his couplet: "And so I'd have 

her think, were X the raan," etc. The extent of these paral-

lels strongly suggests that Byron was consciously following 

this particular section of Tora Jones. 

Byron follows his description of Julia's rationali-

zations with an ingenuous endorseraent of platonic love by 

the narratori 

Such love is innocent, and raay exist 
Between young persons without any danger. 

If people go beyond, 't is quite a crime, 
But not ray fault—I tell them all in time. 

Love, then, but Love within its proper limits, 
Was Juiia's innocent determination 

In young Don Juan's favour. 
(Sts. 80-81, pp. 36-37.) 

This passage parallels Fielding in general idea, though not 

in diction. Fielding says of Sophiai 

She soon felt for hira all those gentle sensations 
which are consistent with a virtuous and elevated 
female mind. In short, all which esteera, gratitude, 
and pity, can inspire in such towards an agreeable 
man--indeed, all which the nicest delicacy can allow. 
In a word, she was in love with him to distraction. 

(V, vii III, 235.) 

Byron's statement that "Such love is innocent" generally 

Parallels Fielding's allusion to "those gentle sensations 

which are consistent with a virtuous and elevated female 
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mind." But before they conclude, both narrators make it 

clear that "such love" is in fact dangerous. Fielding makes 

the stateraent directly in his huraorous deflation of the long-

winded rationalizations, while Byron's declaration occurs 

more indirectly in his raock-serious couplet. 

While Julia is persuading herself that her feelings 

for Don Juan are corapletely virtuous, the thought suddenly 

occurs to her that her elderly husband could very well die 

in the near futurei 

And if in the raean tirae her husband died, 
But Heaven forbid that such a thought should cross 

Her brain, though in a drearal (and then she sighed) 
Never could she survive that common loss; 

But just suppose that moment should betide, 

I only say, suppose this suppositiom 
Juan being then grown up to man's estate 

Would fully suit a widow of condition, 
Even seven years hence it would not be too late. 

( S t s . 84-85» P. 38. ) 

This passage has no precedent in the thoughts of the un-

married Sophia, though i t i s soraewhat s i m i l a r to Captain 

B l i f i l ' s eager a n t i c i p a t i o n of Squire Al lworthy ' s death. An 

even c l o s e r p a r a l l e l occurs in another work of F i e l d i n g ' s . 

In Tom Thumb. Queen D o l l a l o l l a i s in fa tuated with the dirain-

utive hero and f e e l s f r u s t r a t e d a t the announcement of h i s 

engagement t o Pr inces s Huncamunca. The Queen suddenly ex-

claims I 

But holdí—perhaps I may be left a widowi 
This raatch prevented, then Tora Thurab is minei 
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In that dear hope I will forget my pain.^ 

(I, vi; IX, 33.)^ 

Julia is slightly less honest than the Queen, since she does 

not fully admit to herself that such a loss is indeed her 

••dear hope." 

Retuming to the links between Tora Jones and Don 

Juan. we find that the young lovers in both stories are 

alike in correctly perceiving each other's feelings, while 

the parents are alike in seeming to be ignorant of develop-

ments. Byron says of Julia: 
She saw that Juan was not at his ease; 

But that which chiefly raay, and raust surprise, 
Is, that the Donna Inez did not tease 

Her only son with question or surmise; 
Whether it was she did not see, or would not, 
Or, like all very clever people, could not. 

( S t . 97. p. 41 . ) 

This passage fo l l ows very c l o s e l y a statement of F i e l d i n g ' s 

in Tom Jonesi 

All these symptoms escaped the notice of the squire; 
but not so of Sophia. She soon perceived these 
agitations of mind in Jones, and was at no loss to 
discover the cause, for indeed she recognized it 
in her own breast. And this recognition is, I 
suppose, that sympathy which hath been so often 
noted in lovers, and which will sufficiently account 
for her being so much quicker-sighted than her father. 

(V, vi; III, 234.) 

The involveraent between the young lovers has now reached a 

decisive point; and, in the cliraax of the narrative, we shall 

see that Byron's insistence upon strict realism led him to 

^This scene is incorrectly numbered "vii" in Henley's 
edition. 
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a natural and esthetically pleasing alteration in a com-

plex plot convolution of Tora Jones. 

The Seduction 

The astute reader raay already have discovered a 

major dissimilarity between Byron's Julia and Fielding's 

Sophia. Despite her honorable resolutions, Julia allows 

herself to be seduced; indeed, she may almost be described 

as the aggressor, since she is raore experienced than Don 

Juan and should know better than he the probable conse-

quences of their actions. On the other hand, Sophia under-

goes raany of the same temptations, but successfully pre-

serves her chastity until she is happily married at the end 

of the story. For this reason, Julia'a parallels to Sophia 

come to an end in Stanzas 104-105» in which the seduction 

scene begins. Byron writesi 

'T was on the sixth of June, about the hour 
Of half-past six—perhaps still nearer seven— 

When Julia sate within as pretty a bower 
As e'er held houri. 

(St. 104, p. 43.) 

The initial situation does indeed echo a meeting between 

Tom Jones and Sophia: "One day this young couple acciden-

tally met in the garden," a place which "had been of late 

inuch frequented by Sophia" (V, vi; III, 235). In both cases, 

the young lovers are alraost overcome by their tumultuous 
emotions. Byron continuesi 

She sate, but not alone; I know not well 
How this sarae interview had taken place. 
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But there were she and Juan, face to face— 
When two such faces are so, 't would be wise, 
But very difficult, to shut their eyes. 

(St. 105» p. 43.) 

These lines parallel the following passage in Fieldingi 

Here, then, this young couple raet. They were almost 
close together before either of thera knew anything 
of the other's approach. A bystander would have 
discovered sufficient raarks of confusion in the 
countenance of each, but they felt too rauch themselves 
to make any observation. 

(V. vi; III, 235-36.) 

Fielding's last clause may suggest the raajor difference 

between the two scenes. Both Jones and Sophia are too upset 

themselves "to make any observation" of the other's emo-

tional state, but Juan and Julia do not "shut their eyes" to 

the possibilities of the situation. 

At this point, the two scenes diverge, Juan and 

Julia hold hands as they continue to sit togetheri 

One hand on Juan's carelessly was thrown, 
Quite by mistake—she thought it was her own. 

(St . 109, p. 44 . ) 

Jones and Sophia a l so hold hands, but with the all-important 

difference that they remain standing: "Jones, who was hardly 

able to support hiraself, offered her his arra, which she con-

descended to accept" (V, v i ; I I I , 237). Now, the d i f f e r -

ences between the two scenes becorae even greater. Jul ia 

squeezes Juan's hand, and t h i s act ion e l i c i t s a k i s s in 

responsei 

The hand which still held Juan's, by degrees 
Gently, but palpably confirmed its grasp, 

As if it said, "Detain me, if you pleasej" 
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I cannot know what Juan thought of this, 
But what he did, is much what you would doi 

His young lip thanked it with a grateful kiss. 
(Sts. 111-112, p. 45.) 

In contrast, Jones and Sophia do not squeeze one another's 

hands, and no kiss is giveni 

And thus this young pair tottered and trembled 
along, the lover not once daring to squeeze the 
hand of his raistress, though it was locked in his. 

(V, vi; III, 238.) 

Jones walks Sophia horae, and Fielding's scene coraes to an 

end. Not only do we see a difference between the characters 

of Julia and Sophia, but also between Don Juan and Tora Jones. 

The fact that Jones does not seduce Sophia suggests that he 

is more idealistic than Don Juan. Furtherraore, Byron's 

stateraent that Juan's action "is rauch what you would do" 

suggests that Byron is less idealistic than Fielding. Byron 

assumes that most people would succurab to teraptation, while 

Fielding eraphasizes the possibility of resisting teraptation. 

It raust be added that part of Tora Jones's idealistic 

behavior raay be attributed to a double standard. He is 

better able to resist temptation with Sophia because he has 

already indulged hiraself with another woraan, Molly Seagrim. 

The lower-class Molly is more aggressive and less chaste 

than Sophia. Fielding says of hen 

So little had she of raodesty, that Jones had raore 
regard for her virtue than she herself. And as most 
probably she liked Tom as well as he liked her, so 
when she perceived his backwardness she herself grew 
proportionately forward; and when she saw he had 
entirely deserted the house, she found means of 
throwing herself in his way, and behaved in such 
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a manner that the youth raust have had very much 
or very little of the hero if her endeavours had 
proved unsuccessful. In a word, she soon triumphed 
over all the virtuous resolutions of Jones; for though 
she behaved at last with all decent reluctance, yet 
I rather choose to attribute the triumph to her, 
since, in fact, it was her design which succeeded. 

(IV, vi; III, 166-67.) 

Thus, Fielding preserves the chastity of his heroine, while 

providing his hero with the sexual experience which the 

double standard decrees to be desirable in the male but not 

in the female. 

As the love affair in Don Juan progresses, Julia 

becomes less like Sophia and raore like Molly. Fielding 

explicitly assigns to Molly the "triumph" in the sexual 

conquest, and Byron iraplies that the same honor is due 

Julia. Note that Julia takes Juan's hand, with Byron 

ironically explaining: "she thought it was her own." We 

must suppose that Julia knew what she was doing, for her 

hand "Gently, but palpably confirmed its grasp." Further-

more, in the affair with Molly, Tom Jones does furnish a 

prototype for Don Juan. Byron's stateraent that what Juan 

did "is rauch what you would do" has no parallel in Jones's 

relationship to Sophia, but it does echo Fielding's state-

ment about Jones and Mollyi "The youth raust have had very 

much or very little of the hero if her endeavours had 

proved unsuccessful." 

In addition to echoing the general situation of 

Jones and Molly, Byron's seduction scene has an analogue in 
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a particular meeting between Molly and Jones. Four chapters 

after the meeting between Jones and Sophia, Fielding doubles 

back on his own plot by providing a carnal echo of the inno-

cent meeting described earlier. This later scene begins as 

followsi 

It was now a pleasant evening in the latter end of 
June, when our hero was walking in a most delicious 
grove, . . . In this scene, so sweetly accoraraodated 
to love, he raeditated on his dear Sophia. 

(V, x; III, 256.) 

But Jones's raeditations upon Sophia are interrupted by the 

approach of Molly Seagrira. In a very literal sense, Molly 

succeeds in bringing Jones's thoughts back to earth. After 

a fifteen-rainute conversation, "they retired into the thick-

est part of the grove" where Molly presuraably works her 

wicked will upon the defenseless Jones. 

Byron's seduction scene corabines the two parallel 

scenes in Tora Jones. Byron's use of the raeeting between 

Jones and Sophia has already been deraonstrated, and his 

additional use of the scene between Jones and Molly can be 

seen in several striking particulars. The meeting between 

Juan and Julia takes place "on the sixth of June, about the 

hour / Of half-past six." Similarly, Jones's encounter with 

Molly occurs on "a pleasant evening in the latter end of 

June." Byron records that "Donna Julia sate within as pretty 

a bower / As e'er held houri," and Fielding statesi "Our 

hero was walking in a most delicious grove, . . . so sweetly 

^ccommodated to love." 
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In the earlier comparison of Julia and Sophia, it 

was found that Julia also had a few characteristics of the 

male protagonist, Tom Jones. The sarae observation holds 

true in the present case. Since Fielding introduces two 

female characters, it is Jones who faces a conflict of 

allegiances. Although Sophia cannot marry Jones, she has 

no attachment to any other man, while Molly is serenély un-

troubled by any prior attachraents. Thus, Julia's intemal 

conflicts and her rationalizations of her conduct have a 

parallel, not in either Sophia or Molly, but in Tom Jones. 

Julia's feelings of duty toward her spouse are summed up 

as followsi 

Julia had honour, virtue, truth, and love 
For Don Alfonso; and she iniy swore 

By all the vows below to powers above, 
She never would disgrace the ring she wore. 

(St. 109, p. 44.) 

These lines echo Jones's declarations of fidelity to Sophiai 

The chastest constancy will I ever preserve to thy 
image. Though I should never have possession of thy 
charraing person, still shalt thou alone have possession 
of my thoughts, ray love, my soul. 

(V, x; III. 257.) 

Julia and Jones both forswear their vows under highly ironic 

circurastances. After having made the above declaration, 

Jones is about to carve Sophia's name upon a tree, when he 

encounters Molly and forgets all of his virtuous intentions. 

Brilliantly original as it is, the following couplet of 
Byron's generally parallels that situatiom 
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A little still she strove, and much repented, 
And whispering "I will ne'er consent"—consented. 

(St. 117, p. 46.) 

In the sarae manner, Jones "consents" to Molly only f i f t een 

minutes a f ter h is h e a r t f e l t declarations of f i d e l i t y to 

Sophia. 

In addition to iraitating Fielding's plot and char-

acters, Byron also adopted the tone of Fielding's narrator. 

One example has already been raentioned, in the parallel 

comments on platonic love. Another echo of Fielding's 

narrative tone occurs in the raidst of the seduction scene. 
Byron exclaimsi 

And then—God knows what next—I can't go on; 
I'ra alraost sorry that I e'er begun. 

(St. 115» p. 46.) 

The narrator's pretense of being disconcerted by the unfold-

ing events is virtually identical to Fielding's stateraenti 

"An accident happened, which with sorrow we relate, and 

with sorrow doubtless will it be read" (V, x; III, 256). 

This mock-pious raask was an old raannerism of Fielding's and 

had been used to accentuate an ironic situation in Jonathan 

Wild: "With sorrow I write it, and with sorrow will it be 

read" (II, iii; II, 64). In a story actually designed to 

shock the Philistines, Byron made use of this narrative 

technique with considerable comic effect. 

In this study of the sources of Canto I of Don Juan. 

several minor influences upon the story have been passed over 

*3 being foreign to the main line of inquiry. However, one 
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possible minor influence may be mentioned, since i t happens 

to be another work of F i e l d i n g ' s . In his description of 

Jul ia's r a t i o n a l i z a t i o n s , Byron includes the following 

stanza i 

She thought of her own strength, and Juan's youth, 
And of the folly of all prudish fears, 

Victorious Virtue, and doraestic Truth, 
And then of Don Alfonso's fifty yearsi 

I wish these last had not occurred, in sooth, 
Because that number rarely rauch endears, 

And through all cliraes, the snowy and the sunny, 
Sounds ill in love, whate'er it raay in raoney. 

(St. 107, p. 44.) 

This stanza has a possible prototype in Fielding's operetta, 

The Intriguing Charaberraaid. Disgusted by an elderly suitor, 

the character Lettice responds with a raocking songi 

When a virgin in love with a brisk jolly lad 
You raatch to a spark raore fit for her dad, 
'Tis as pure, and as sure, and secure as a gun, 
The young lover's business is happily done. 

(I, i; X, 288.) 

It is possible, even probable, that Byron had read The 

Intriguing Charabermaid. He possessed Fielding's complete 

works, he liked Fielding, and he liked drama. On the other 

hand, Byron never mentioned this work by name, and it must 

be admitted that the play is eminently forgettable. Further-

more, a completely objective evaluation would have to point 

out that there are probably hundreds of literary precedents 

for a young wife's being unfaithful to an elderly husband. 

This possible echo of The Intriguing Chambermaid 

demonstrates some of the difficulties in a study of literary 

influences and serves also as a contrast to the main trend 
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of the s tudy. Unsupported by e x t e r n a l evidence or by 

addi t iona l i n t e r n a l ev idence , a s i n g l e l i t e r a r y p a r a l l e l 

is but weak proof of a l i t e r a r y in f luence . We can say t h a t 

the s tanza quoted above raay have been suggested by F i e l d -

ing 's o p e r e t t a , but i t could equal ly well be indebted to 

many other l i t e r a r y works. On the o ther hand, the p a r a l l e l s 

between Don Juan and Tora Jones a re rauch raore convincing. In 

the f i r s t p l a c e , we have araple e x t e m a l evidence t h a t Byron 

read, reraerabered, and g r e a t l y adraired Tora Jones . Thus, a 

study of inf luences here can begin with a rauch g r e a t e r p r e -

sumption of v a l i d i t y . In the second p l ace , we can find not 

one p a r a l l e l , or a few, but a g r ea t raany. Not only i s the 

character of Don Juan s i r a i l a r to t h a t of Tora Jones , but 

v i r tua l ly every c h a r a c t e r and v i r t u a l l y every inc iden t of 

Canto I has i t s prototype in Tora Jones . even to the raanner-

isms of the n a r r a t o r himself . 

Perhaps the au thor has been a t t a c k i n g a straw man 

in the above paragraph, but i t seems important to recognize 

exp l ic i t ly the d i f fe rence between t r u e , d i r e c t inf luences 

and co inc iden ta l use of comraon l i t e r a r y themes. In regard 

to the rainor in f luences upon Don Juan . raost examples can 

only be suggested as pos s ib l e sou rces , r a t h e r than as con-

firmed or even probable sou rces . But Tom Jones i s a d i f f e r -

ent case . Here the q u a n t i t y of evidence i s compell ing, and 

the reader must u l t i m a t e l y become convinced t h a t the raany 

s imi l a r i t i e s in c h a r a c t e r s , i n c i d e n t s , and techniques can-
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not be the r e s u l t of coincidence. Furtherraore, these many 

s imi lar i t ies are not even the r e s u l t of unconscious echoes. 

I t is the au thor ' s thes i s tha t Byron consciously and de-

l iberately raodeled the f i r s t canto of Don Juan upon the 

f i rs t six books of Tora Jones. 

Before we re turn to a de ta i led study of the evi -

dence, perhaps a word about Byron's o r i g ina l i t y would be 

appropriate. I t i s to be hoped tha t no reãder wi l l see the 

present study as diminishing Byron's l i t e r a r y s t a t u r e . I t 

has been said tha t The Teranest contains Shakespeare's only 

original p lo t ; t h i s stateraent may raean only that the source 

of The Teranest has yet to be discovered. Yet no one can 

deny the raagnificence of Shakespeare's achievement in such 

works as Hamlet and Othello. Sirailarly, our admiration of 

Don Juan should not be dirainished by an exaraination of i t s 

sources. On the contrary, a be t t e r understanding of the 

complexity of Byron's mater ia ls should enhance our appre-

ciation of his achievement in cont ro l l ing and raolding such 

diversity to his own purposes. But even th i s stateraent 

fails to do fu l l j u s t i ce to Byron's o r i g ina l i t y ; for i t 

iraplies, wrongly, t ha t h is chief l i t e r a r y raerit l i e s in 

organization. Byron's organization of raaterials i s indeed 

better than raany c r i t i c s have supposed, but he i s a lso a 

great poet in regard to d ic t ion . Using ideas and techniques 

taken frora his predecessors, Byron often achieves a f e l i c i t y 

of expression which i s b r i l l i a n t l y o r ig ina l . We note his 
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magnificent sumraation of the intellectual woraani 

But—Ohl ye lords of ladies intellectual, 
Inforra us truly, have they not hen-pecked you all? 

(St. 22, p. 20.) 

And though Donna Julia is compounded of several of Field-

ing's characters, Byron's description of her downfall is 

more striking and raore concise than anything in his sourcesi 

A little still she strove, and much repented, 
And whispering "I will ne'er consent"—consented. 

(St. 117» p. 46.) 

The weakness of Byron's characterization, especially of his 

female characters, has long been a clichê of literary criti-

cism; yet how many poets have achieved such a complex bit of 

characterization in so few words? 

The Bedroom Scene 

Having digressed for a few pages, possibly under the 

influence of two great raasters of digression, we return now 

to a detailed study of the first canto of Don Juan. After 

Juan and Julia have becorae lovers, the narrative skips an 

interval of five raonths. On a Noveraber evening, Don Alfonso 

retums home unexpectedly, accompanied by his lawyer and 

several friends. They burst into Julia's bedroom and begin 

to search for a suspected lover. Julia modestly pulls the 

bedcovers up about her and angrily protests her innocence of 

any infidelity. The search party finds nothing and departs. 

Îon Juan emerges from under the bedcovers, the one place 

the searchers had not thought of looking. Alfonso now re-

tums, and Juan hurriedly hides in the closet. Alfonso be-
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gins to apologize to Julia, but then he discovers Juan's 

shoes, which had somehow been overlooked previously. Al-

fonso runs for his sword and returns as Juan is eraerging 

from the closet. They collide at the bedroora door; Alfonso 

drops his sword, and they fight bare-handed. Alfonso is 

knocked down, and Juan mns naked into the night. 

Byron hiraself suggests several rainor sources for 

this episode. The narrative contains several quotations 

from Shakespeare, and Juan's abrupt departure is humorously 

compared to Joseph's flight from Potiphar's wife (St. 186, 

p. 66). Students of coraparative literature will easily 

recognize the scene as a huraorous version of the traditional 

Don Juan's duel with the Comendador. Julia is a notably 

unchaste version of Dona Ana, and Byron greatly increases 

the story's comic potential by changing the Comendador from 

a father into an elderly husband. Since a real duel would 

spoil the comedy, Byron describes Juan as being unarmed, in 

fact, completely naked; and Alfonso drops his sword before 

he has a chance to use it. Byron's conscious iraitation of 

the Don Juan legend is iraplied in the following stanzai 

Alfonso's sword had dropped ere he could draw it, 
And they continued battling hand to hand, 

For Juan very luckily ne'er saw it; 
His temper not being under great comraand, 

If at that raoment he had chanced to claw it, 
Alfonso's days had not been in the land 

Much longer. 
(St. 185. p. 65.) 

Since Juan does not see the sword, a supposition as to what 
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he might have done seems to be unnecessary. The reason for 

this stanza is to point out that Juan's temper is equal to 

that of the legendary Don Juan. Byron's Juan is fully 

capable of killing a rival, but Byron chooses to place him 

in a comic situation, rather than in a tragic one. As a 

result, the "Coraendador" is raerely knocked down, instead of 

being killed. The final ludicrous touch is in Juan's com-

plete nudity as he raakes his escape. Except for this last 

detail, Byron probably had precedents for his coraic treat-

ment in the Don Juan pantorairaes which he had seen in the 

London theatres. 

The bedroora scene is clearly raore theatrical than 

the seduction or any of the other events of Canto I. The 

seduction scene could not be easily adapted to the stage 

because the oraniscient narrator is too rauch in evidence. 

Similarly, the raarried life of Inez and José is related in 

a narrative, rather than in a theatrical manner. But, with 

the above-noted exception of Juan's nudity, the bedroom 

scene could be presented on stage with few alterations. The 

scene is raainly in dialogue, it abounds with "business" in 

the theatrical sense, and the narrator's coraraents are 

largely in the nature of detailed stage directions. 

The bedroora scene is theatrical in nature, and the 

Îon Juan pantomiraes were probably a raajor influence upon it; 

but Byron also used material from the plays of Fielding. 

Por example, Julia's tirade parallels a speech of Queen 



181 

Dollalolla in Tom Thurab. Julia exclaims to Alfonsoi 

"Yes, search and search," she cried, 
"Insult on insult heap, and wrong on wrongl 

It was for this that I becarae a bridel 
For this in silence I have suffered long 

A husband like Alfonso at ray side; 
But now I'll bear no raore, nor here reraain, 
If there be law or lawyers in all Spain." 

(St. 145. p. 55*) 

These words echo Queen Dollalolla's speech to King Arthuri 

Who but a dog, who but a dog, 
Would use me as thou dost? Me, who have lain 
These twenty years so loving by thy side? 
But I will be revenged. I'll hang my self. 

(I, iii; IX, 28.) 

Julia's line beginning "Insult on insult" generally paral-

lels the Queen's exclaraation beginning "Who but a dog." 

Julia's allusion to "A husband like Alfonso at ray side" is 

a more specific echo of Fielding, corresponding to the 

Queen's stateraent, "Me, who have lain / . . . so loving by 

thy side." Finally, both wives threaten vengeance, although 

Julia's intention of going to law is less extrerae than the 

Queen's threat to hang herself. 

A second echo of Tora Thurab occurs in a speech by 

Julia's raaid, Antonia. As she atterapts to help conceal 

Don Juan, Antonia scolds the two loversi 

"You'll lose your life, and I shall lose ray place, 
My raistress all, for that half-girlish face. 

Had it but been for a stout cavalier 
Of twenty-five or thirty—(corae, make haste) 

But for a child, what piece of work is herel 
I really, madara, wonder at your taste—" 

(Sts. 171-72, pp. 61-62.) 
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In a marginal note to this passage, Byron's friend Hobhouse 

questioned the propriety of the entire scene. Beneath 

Hobhouse's corament, Byron wrote a brief defense, citing 

tales by Boccaccio, Pope, Prior, and Ariosto as suitable 

literary precedents. Byron's statement does not necessar-

ily refute the present author's contention that the stanzas 

quoted above are taken from Tom Thumb. In the first place, 

Byron wanted to cite resnectable literary precedents; an 

admission that the stanzas were influenced by a farce would 

not have answered Hobhouse's objection. In the second 

place, Byron probably understood Hobhouse's note as applying 

to the entire episode; it is quite likely that Boccaccio, 

Pope, Prior, and Ariosto did influence various other 

passages. 

The reader raay judge for hiraself. The proposed 

analogue in Tora Thurab occurs in a speech of Mustacha to 

Princess Huncarauncai 

I ara surprised that your highness can give your-^ 
self a moment's uneasiness about that little insig-
nificant fellow, Tom Thumb the Great--one properer 
for a plaything, than a husband.—Were he my husband 
his homs should be as long as his body.—If you had 
fallen in love with a grenadier, I should not have 
wondered at it—If you had fallen in love with some-
thing; but to fall in love with nothingl 

( I I , i i i ; IX, 37.) 

It may be noted that Antonia's a l lus ion to Juan's "half-

girl ish face" has a general equivalent in Mustacha's epi -

thet for Tom Thurab, "that l i t t l e ins ign i f i cant fel low." A 

^Poetrv. VI, 62, n. 
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more specific parallel occurs in Antonia's line, "Had it 

but been for a stout cavalier," which rather closely echoes 

Mustacha's expostulation, "If you had fallen in love with a 

grenadier, I should not have wondered at it." Again, An-

tonia's line beginning "But for a child" generally corre-

sponds to Mustacha's exasperated exclaraation, "but to fall 

in love with nothingl" Finally, Antonia's expression of 

"wonder" in the last line quoted frora her speech parallels 

Mustacha's opening statement, "I am surprised"; it may be 

noted that the word "wondered" also occurs in Mustacha's 

speech. Byron's lines raay have precedents in other literary 

works, but this passage frora Tora Thurab deserves serious 

consideration, at the very least. 

In addition to borrowing bits of dialogue, Byron 

raay have been influenced by Fielding's plays in his handling 

of the action. The confusion iramediately following Juan's 

discovery is described in the following linesi 

Juan had reached the room-door in a trice, 
And might have done so by the garden gate, 

But met Alfonso in his dressing-gown, 
Who threaten'd death—so Juan knocked hira down. 

Dire was the scuffle, and out went the light; 
Antonia cried out "Rapel" and Julia "Firel" 

(Sts. 183-84, p. 65*) 

This passage has a possible prototype in Fielding's farce, 

The Debauchees. In one scene, the characters Isabel and 

Young Laroon are together when Father Martin knocks at the 

door. The stage directions readi 
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She throws herself into a chair and shrieks. 
Young Laroon overturns Father Martin. 

(III, i; IX, 309.) 

A more detailed parallel occurs in Fielding's The Letter 

Writers. Here, Rakel is attempting to seduce Mrs. Wisdom 

when her husband returns home. Rakel hides in the closet, 

where he is eventually discovered by the husband. Accord-

ing to the stage directionst 

[Mr. Wisdom] Opens the door, Rakel runs against 
hira, throws him down; he looks on Mrs. Wisdom. 
she points to the door, and he runs out. Mrs. 
Wisdora shrieks. 

(I, xii; IX, 173.) 

These p a r a l l e l s a re offered for what they are worth; a l -

though s i r a i l a r i t i e s c e r t a i n l y e x i s t , the author recognizes 

that they could be c o i n c i d e n t a l . I t i s t o be expected t h a t 

Juan and Alfonso should f i g h t ; i t i s equal ly n a t u r a l for the 

younger raan to knock down the o lder one; and i t i s not ira-

probable t h a t the woraen would cry out under such circura-

stances. 

Perhaps the bes t j u s t i f i c a t i o n fo r raentioning The 

Letter V/riters and The Debauchees i s to eraphasize by con-

t ras t the s t r e n g t h of the evidence for Tora Thumb's influence 

upon Don Juan. Byron i s not d e f i n i t e l y known to have read 

the former p l a y s , but he c e r t a i n l y read Tom Thurab. and he 

used i t in a rainor way in Engl i sh Bards and in Hints from 

Horace^ In the f i r s t canto of Don Juan. we f ind one p o s s i -

^le echo of the forraer p lays and t h r e e poss ib l e echoes of 

Tom Thynih. Thus, even in the case of rainor inf luences upon 
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nnn Juan. it is possible to establish sorae with reasonable 

certainty, while others raust reraain highly conjectural. 

Although the bedroom scene has just been described 

as theatrical, this observation must be kept in context. 

Like most narrative poems, Don Juan is raore like a novel 

than like a draraa; and, even in this scene, Byron has used 

some of Fielding's narrative techniques. When announcing 

a lapse in the narrative, Byron apologizes to his readers 

in the eighteenth-century manneri 

Here ray chaste Muse a liberty raust take— 
Start notl still chaster reader—she' 11 be nice hence-

Forward, and there is no great cause to quake; 
This liberty is a poetic license. 

Which sorae irregularity raay make 
In the design, and as I have a high sense 

Of Aristotle and the Rules, 't is fit 
To beg his pardon when I err a bit. 

This licence is to hope the reader will 
Suppose fro n June the sixth (the fatal day, 

Without whose epoch my poetic skill 
For want of facts would all be thrown away), 

But keeping Julia and Don Juan still 
In sisrht, that several months have passed; we'll say 

'T was in November, but I'ra not so sure 
About the day--the era's more obscure. 

(Sts. 120-21, p. 47.) 

Byron's apology to the reader is really a parody of the 

eighteenth-century novel; in the much raore obvious narrative 

lapse between the Harera episode and the Siege of Israail, 

Byron did not trouble himself with either an explanation or 

an apology. In any case, the stanzas quoted above closely 

echo a statement of Fielding's in Tora Jonesi 

When any extraordinary scene presents itself (as 
we trust will often be the case), we shall spare 
no pains nor paper to open it at large to our 
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reader; but if whole years should pass without 
producing anything worthy his notice, we shall 
not be afraid of a chasra in our history; but shall 
hasten on to matters of consequence, and leave such 
periods of time totally unobserved. 

(II, i; III, 65.) 

The introductory chapter to Book II of Tom Jones 

also influenced Byron in a later passage. Despite his 

flippant declaration of allegiance to "Aristotle and the 

Rules" in the stanzas cited above, Byron subsequently fol-

fowed Fielding's lead in declaring himself superior to 

literary critics. Toward the end of the Canto, Byron 

statesI 

If ever I should condescend to prose, 
I'll write poetical commandments, which 

Shall supersede beyond all doubt all those 
That went before; in these I shall enrich 

My text with many things that no one knows, 
And carry precept to the highest pitchi 

I'll call the work "Longinus o'er a Bottle, 
Or, Every Poet his own Aristotle." 

(St. 204, p. 74.) 

Although there is sorae difference in tone, the content of 

this passage parallels Fielding's stateraenti 

I shall not look on rayself as accountable to any 
court of critical jurisdiction whateven for as I 
am, in reality, the founder of a new province of 
writing, so I ara at liberty to raake what laws I 
please therein. 

( I I , i ; I I I , 66.) 

Byron's s tanza i s raore openly humorous, e spec i a l l y in the 

couplet, which d e f l a t e s the apparent poraposity of the 

previous l i n e s . But F i e ld ing was no pedant. Despite his 
seriousness in c la iming to have o r ig ina t ed a new genre. 
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Fielding probably wrote most of the chapter with tongue in 

cheek. 

Byron concludes his "poetical comraandraents" with the 

following declamationi 

Thou shalt not write, in short, but what I choosei 
This is true criticism, and you may kiss— 

Exactly as you please, or not,—the rod; 
But if you don't, I'll lay it on, by G-dl 

(St. 206, p. 75.) 

Byron addresses his comraandments to writers, while Field-

ing's rules are aimed at readers; but this apparent distinc-

tion is not great. Both declarations are actually intended 

for critics, whether in their capacity as readers or writers. 

Fielding concludes as followsi 
And these laws my readers, whora I consider as my 
subjects, are bound to believe in and to obey. 

( I I , i ; I I I , 66.) 

Finally, i t should be noted t h a t both passages a r e , in 

real i ty, s a t i r e s of pedant ic l i t e r a r y c r i t i c s . 

In add i t ion to these s i m i l a r i t i e s in the n a r r a t o r s ' 

assertions of oraniscience and oranipotence, Byron a l so fo l -

lows Tora Jones in sorae d e t a i l s of ac t ion and dialogue. Thus, 

one part of J u l i a ' s harrangue aga ins t Alfonso echoes a 

statement of Molly 's t o Tora Jones . J u l i a dec la res i 

Would t h a t I had died 
Ere such a raonster's vict i ra I had beenl 

(S t . 142, p . 54.) 

And Molly t e l l s Jonesi 

After your c r u e l usage of rae when I saw you l a s t , 
k i l l i ng rae would, perhaps , be too grea t kindness 
for rae to expec t . 

(V, x; I I I , 257.) 
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Not only are the stateraents s ira i lar , but the s i t u a t i o n s of 

the two women are a l i k e . J u l i a deplores her husband's 

treatment of her , al though she has , in f a c t , been unfa i thful 

to him; and Molly laments J o n e s ' s "cruel usage" although she 

has been found in bed with Philosopher Square. 

At the beginning of t h i s chapter , i t was claimed 

that the f i r s t canto of Don Juan c l o s e l y p a r a l l e l s the f i r s t 

six books of Tom Jones . The quotat ions already examined 

largely support t h i s content ion; but , in at l e a s t one case , 

Byron looked ahead to a much l a t e r s e c t i o n of Tora Jones. 

When Alfonso f i r s t enters J u l i a ' s bedroora, Byron describes 

her as fo l lows i 

Poor Donna J u l i a l s t a r t i n g as frora s l e e p , 
(Mind—that I do not say—she had not s l e p t ) , 

Began a t once to scream, and yawn, and weep. 
(S t . 140, p. 53 . ) 

In the j u s t l y ce l ebra ted Upton inn scene in Tom Jones. Mrs. 

Waters i s s i ra i lar ly disturbed in the raiddle of the nighti 

And now Mrs. Waters ( for we raust confess she was in 
the same bed [ w i t h Jones ] ) be ing , I suppose, awakened 
from her s l e e p , and s e e i n g two men f i g h t i n g in her 
bedchamber, began to scream in the raost v i o l e n t 
manner, crying out raurderl robberyl and raore f r e -
quently rapel which l a s t sorae, perhaps, raay wonder 
she should raention. 

(X, ii; IV, 198-99.) 

In the two passages, the narrators' coy ambiguity is identi-

cal. Julia's "starting as from sleep" echoes Mrs. Waters' 

"being, I suppose, awakened from her sleep." In fact, both 

ômen have been amorously engaged with the heroes of the 
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respective s t o r i e s ; and the narrators make t h i s f a c t abun-

dantly c l e a r , d e s p i t e t h e i r pretense of great d e l i c a c y . 

Finally, Mrs. Waters' exclamations of "murderl robberyl and 

more frequently rapel" are a p o s s i b l e source for Byron's 

later l i n e i "Antonia c r i e d out 'Rapel' and J u l i a ' F i r e l ' " 

(St. 184, p. 65)* F i e l d i n g ' s arausing af terthought , "which 

last sorae, perhaps, raay wonder she should raention," raakes 

the exclaraation e s p e c i a l l y raeraorable. 

The afore-raentioned disturbance of the unfortunate 

Mrs. Waters i s occasioned by a Mr. F i t zpa tr i ck , who i s 

looking for a runaway wife and happens in to Mrs. Waters' 

room by raistake. This F i t z p a t r i c k furnishes a poss ib le 

parallel to Don Alfonsoi 

Al fonso , pommelled to h i s hear t ' s d e s i r e , 
Swore l u s t i l y he'd be revenged t h i s n ight . 

(St. 184, p. 65.) 

Fitzpatrick gets the worst of his combat with Jones, and he 

also expresses a determination for revenget 

Turning to Jones, he said, "I would have you take 
notice I do not ask your pardon, for you have bate 
[sic] me; for which I am resolved to have your 
blood in the morning." . 

(X, ii; IV, 200.) 

A l l of the remaining precedents and prototypes for 

Byron's bedroora scene are to be found in Book Y of Tfim 

Joneî̂ . This s e c t i o n of the novel contains two scenes 

which Byron t e l e s c o p e d i n h i s narrat ion of the Juan-Jul ia-

Alfonso t r i a n g l e . In the f i r s t of these two scenes , Tom 

Jones pays a v i s i t t o Molly Seagrim. She upbraids him for 
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neglecting her and then dec l a re s her own cont inuing f i d e l i t y 

to him. The conclus ion of her speech i s soraewhat spoi led by 

Jones's discovery of Phi losopher Square in h i s n i g h t s h i r t , 

hiding in a makeshift c l o s e t . In Byron's echo of t h i s 

scene, J u l i a cont inues to be the equivalent of Molly, a l -

though Don Juan here p a r a l l e l s the s i t u a t i o n of Mr. Square, 

rather than t h a t of Tora Jones . In the second re levant scene 

from Fie ld ing , Jones again meets Molly, t h i s time in a f i e l d . 

Their love-making i s i n t e r r u p t e d by the a r r i v a l of Parson 

Thwackum and young B l i f i l . Atterapting to conceal Molly's 

identity, Jones ge t s i n t o a f igh t with the two of thera. In 

the meantime, Squire Western, h i s s i s t e r , h is daughter, and 

other merabers of h i s household are taking an evening walk. 

Seeing the unequal f i g h t , Western runs to Jones ' s ass i s tance 

and soon br ings the combat to an end. Molly escapes unseen 

during the confusion; Sophia comes up and f a i n t s when she 

sees Jones covered with blood. In the p a r a l l e l passages of 

Don Juan. the equivalency of J u l i a becomes ambiguous, since 

both Molly and Sophia a re present in F i e l d i n g ' s scene. The 

fight between Jones and Thwackum i s s imi la r in severa l ways 

to Juan's s t rugg le with Alfonso. 

Having glanced a t these general p a r a l l e l s , we s h a l l 

now examine seve ra l passages in d e t a i l . When Don Alfonso 

first a r r i ve s a t J u l i a ' s bedroora, he finds t h a t she has 

apparently been a s l eep (S t . 140, p . 53). ^ poss ib le source 

^or th i s passage has a l r eady been suggested in Book X of 
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ToinjJoneSf but the fol lowing l i n e s could a l so have provided 

the suggest ioni 

When he carae t o the top he , t o h i s g rea t s u r p r i s e , 
found the door f a s t ; nor could he for some time 
obtain any answer from wi th in , for Molly, as she 
hersel f af terwards informed him, was fas t a s l eep . 

(V, v; III, 224.) 

When she learns of the purpose of Alfonso's visit, Julia 

is silent for a raoraent and then expresses araazementi 

Now Julia found at length a voice, and cried, 
"In Heaven's narae, Don Alfonso, what d' ye raean?" 

(St. 142, p. 54.) 

Molly's reaction to Jones is sirailari 

Molly reraained a few raoraents in silence, and then, 
bursting into a flood of tears, she began to up-
braid hira in the following words: "And this is 
your love f or me, . . . " 

(V, v; III, 225.) 

It must be noted that Jones's situation is not exactly like 

Alfonso's. Jones has become tired of Molly and wishes to 

end the relationship by giving her a sum of money. He 

suggests that she will eventually fall in love with another 

man, while Alfonso fears that Julia already loves another. 

The parallel exists in the women's reactions: both deny 

that they could ever become involved with another man. Thus, 

Julia exclaimsî "Dare you suspect me, whom the thought 

would kill?" (St. 142, p. 54), and Molly tells Jonesi 

Why do you mention another man to me? I can never 
love any other raan as long as I live. All other 
men are nothing to me. 

(V, v; III, 225.) 

Oí course, both women are completely hypocritical. At the 

êry moment when they are proclaiming their fidelity to 
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one man, t h e y b o t h have a n o t h e r man concea led in t h e i r 

bedroom. 

Perhaps the most striking similarity between the 

two scenes occurs in the epithets addressed to Alfonso and 

to Jones. Julia calls her husband, "Ungrateful, perjured, 

barbarous Don Alfonso" (St. 146, p.55)» and Molly exclaimsi 

All raen are false and perjury alike, . . . And 
can you be such a perjury raan after all? 

(V, v; III, 225.) 

Jones i s "a p e r j u r y man" because he wants t o d i s s o l v e h i s 

r e l a t i o n s h i p wi th Molly a f t e r having p r e v i o u s l y dec la red h i s 

love for h e r . But t h e r e i s no obvious r ea son for Don 

Alfonso's be ing " p e r j u r e d . " I f J u l i a were indeed innocen t , 

Alfonso's s u s p i c i o n s cou ld n a t u r a l l y be desc r ibed as "un-

grateful" and " b a r b a r o u s , " bu t A l f o n s o ' s own f i d e l i t y has 

not been q u e s t i o n e d . "Pe r ju red" could be a p p r o p r i a t e in 

the sense t h a t Alfonso has broken h i s raarriage vow t o honor 

his wife , bu t t h i s i n t e r p r e t a t i o n seeras a b i t fo rced . The 

word i s unusua l i n t h e g iven c o n t e x t , and i t seems p o s s i b l e 

that i t s t uck i n Byron ' s mind because he reraembered Mol ly ' s 

amusing misuse of " p e r j u r y " i n a s i m i l a r scene . 

J u l i a and Molly bo th con t inue t h e i r p r o t e s t a t i o n s of 

f ide l i t y a t some l e n g t h . J u l i a exc la imsi 

Was i t f o r t h i s t h a t no C o r t e j o e ' e r 
I y e t have chosen from out the youth of S e v i l l e ? 

( S t . 148, p . 55 . ) 

^ith proper a l l owances fo r t he d i f f e r e n c e i n s e t t i n g , Mol ly ' s 

statement i s rauch t h e samei 
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If the greatest squire in all the country would 
corae a suiting to rae to-raorrow, I would not give 
my company to him. 

(V, v; III, 225.) 

The effect of both speeches is destroyed by the inoppor-

tune appearance of a third party. Byron writesi 

Oh Sharael 
Oh Sinl Oh Sorrowl and Oh Woraankindl 

With rauch heartfelt reluctance be it said, 
Young Juan slipped, half-smothered, from the bed. 

He had been hid--I don't pretend to say 
How, nor can I indeed describe the where— 

Young, slender, and packed easily, he lay, 
No doubt, in little compass, round or square. 

(Sts. 165-66, p. 60.) 

Two stanzas later, Byron adds: "Of his position I can give 

no notion" (St. I68, p. 61). This revelation of Juan's 

presence closely parallels a dramatic exposure in Field-

ing's scenei 

Among other female utensils appeared—(with shame 
I write it, and with sorrow will it be read)--the 
philosopher Square, in a posture (for the piace would 
not near admit his standing upright) as ridiculous 
as can possibly be conceived. 

The posture, indeed, in which he stood, was not 
greatly unlike that of a soldier who is tied neck 
and heels. 

(V, v; III, 226.) 

Byron and Fielding both preface t he i r revelat ions with the 

kind of pseudo-pious exclamations that we now recognize as 

habitual raannerisms. Both of the i r characters have been 

hidden in r id iculous pos i t ions . Furtherraore, Fie lding 's 

allusion to "feraale u t ens i l s " has a possible echo in 

^lfonso's discovery of Juan ' s shoesi 
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A pair of shoesl—what then? not rauch, if they 
Are such as fit with ladies' feet, but these 

(No one can tell how much I grieve to say) 
Were masculine. 

(St. 181, p. 64.) 

Another possible echo of Fielding can be mentioned, 

with sorae raisgivings. Byron says that Juan lay "in little 

compass, round or square" (St. 166, p. 60). Byron needed 

a rhyrae-word for "where," but the phrase "round or square" 

is not really appropriate. Presuraably, Juan was stretched 

out between Julia's legs under the bedcovers; his position 

was neither round nor square. Is it possible that the 

rhyme-word "square" slipped out of Byron's sub-conscious 

mind siraply because Juan was in the same situation as 

Fielding's Mr. Square? Perhaps this supposition is too 

extravagant; yet the author is tempted to find this coin-

cidence symbolic, even if it is no raore than coincidence. 

In any case, Don Juan definitely corresponds to 

Mr. Square in the two scenes that we have been coraparing. 

The exception which proves the rule occurs after Alfonso's 

first departure. Juan slips out of the bed and hastily 

prepares to raake his escape. Even now, he cannot overcorae 

his passion for Juliai 

He tumed his lip to hers, and with his hand 
Called back the tangles of her wandering hair; 

Even then their love they could not all comraand, 
And half forgot their danger and despair. 

(St. 170, p. 61.) 

In this passage, Juan reverts to his original correspondence 

to Toro Jones. Jones is also overcome by the physical pre-
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sence of h is lover and temporarily forgets the business at 

hand: 

As for Jones, he was so entirely possessed, and, 
as it were, enchanted, by the presence of his beloved 
object, that he for a while forgot . . . the principal 
purpose of his visit. 

(V, v; III. 224.) 

In a way, the two heroes are distracted frora sirailar goals, 

since both are about to leave their lovers. Of course, 

their reasons for leaving are different. 

In his description of the fight between Juan and 

Alfonso, Byron shifts his model from the fifth to the 

eleventh chapter of Tora Jones. Book V. Byron describes the 

fight in these wordsi 
Alfonso grappled to detain the foe, 

And Juan throttled hira to get away, 
And blood ('t was frora the nose) began to flow; 

At last, as they more faintly wrestling lay, 
Juan contrived to give an awkward blow, 

And then his only garment quite gave way; 
He fled, like Joseph, leaving it; but there, 
I doubt, all likeness ends between the pair. 

(St. 186, p. 66.) 

Alfonso's efforts to detain Juan parallel those of Tom Jones 

to retard the progress of Parson Thwackurai "Jones . . . 

overtook the parson, and dragged hira backward by the skirt 

of his coat" (V, xi; III, 262). We do not know whether Juan 

is wearing a coat, a robe, or even a sheet; but, since "his 

only garraent quite gave way," it would not be out of line 

to suppose that Alfonso "dragged hira backward by the skirt 

of his coat." The bloody noses in Byron's fight scene have 
^ parallel in Fielding, for we find that Jones was "almost 
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covered with blood, part of which was naturally his own, and 

part had been lately the property of the Reverend Mr. Thwack-

um" (V, xii; III, 264). Byron's line, "At last, as they 

more faintly wrestling lay," also has its equivalent in 

Fieldingi "At last a violent fall, in which Jones had 

thrown his knees into Thwackura's breast, so weakened the 

latter, . . . " But Jones also is losing strength, for his 

"blows did not retain that force with which they had fallen 

at first, so weakened was he by his combat with Thwackum" 

(V, xi; III, 263). Thus, the two fights are similar in the 

efforts of one combatant to detain the other by pulling upon 

his garraent, in the flow of blood frora superficial wounds, 

and in the progressive weakening of the principals. Of 

course, the parallel only holds good in regard to Jones's 

individual corabat with Thwackura, since the characters of 

Blifil and Squire Western have no equivalent in Byron's 

version. 

The dênouraents of the two fights also have certain 

similarities. Byron says: "Lights came at length, and 

men, and maids" (St. 18?, p. 66); while Fielding writesi 

"The rest of Mr. Westem's company were now corae up, being 

just at the instant when the action was over" (V, xii; III, 

26^). in Byron's version, the newcomers find "Antonia in 

hysterics, Julia swooned" (St. 18?, p. 66); while Fielding 

saysi "The charming Sophia herself . . . had fallen down 

in a swoon," and "Mrs. Westem first saw her and screamed" 
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(Y, x i i ; I I I , 265). The s i t u a t i o n s a re s l i g h t l y d i f f e r e n t , 

since Antonia and J u l i a wi tness the e n t i r e f i g h t , and Sophia 

and Mrs. Westem are among the newcoraers. Nonetheless , the 

women's r e a c t i o n s a re i d e n t i c a l . J u l i a and Sophia both 

"swoon," and Mrs. Western ' s screara p a r a l l e l s Antonia ' s 

hyster ics . 

Perhaps the raost telling echo of Fielding occurs in 

Byron's next two lines. The "raen and raaids" who have just 

arrived on the scene find 

Alfonso leaning, breathless, by the door; 
Sorae half-tom drapery scattered on the ground. 

(S t . 187, p. 66,) 

These l i n e s echo F i e l d i n g ' s d e s c r i p t i o n : "In one place lay 

on the ground, a l l p a l e , and almost b r e a t h l e s s , the van-

quished B l i f i l " (V, x i i ; I I I , 264). Thus, Alfonso i s 

"leaning, b r e a t h l e s s , " while B l i f i l i s l y i n g , "almost 

breathless ." At t h i s p o i n t , Byron raade a raistakei the 

drapery " s c a t t e r e d on the ground" i s almost c e r t a i n l y sug-

gested by F i e l d i n g ' s phrase " lay on the ground." I t raust 

be reraerabered t h a t Byron's f i g h t scene takes place a t the 

doorway to J u l i a ' s bedroora; the drapery should be ly ing on 

the f loor , not on the ground. Byron unconsciously used the 

wrong word because he was fol lowing F i e l d i n g ' s raodel so 

closely. 

Before accepting the above hypothesis, we should 

examine the possibility that Alfonso followed Juan down-

stairs; thus, the door alluded to could be the entrance to 
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the house, rather than the door to Julia's roora. But it 

must be reraembered that the "men and maids" discover 

Alfonso, Julia, and Antonia together. It seeras highly 

unlikely that Julia would have run downstairs in order to 

faint in the garden and that Antonia would have followed 

her in order to go into hysterics in the foyer. Indeed, 

this altemate interpretation bears sorae likeness to the 

classical critical fallacy of speculating on the nuraber of 

Lady Macbeth's children. Byron's description gives no 

hint that all four of the major characters went downstairs. 

The supposition that Byron made a single mistake in diction 

is a much sirapler interpretation of the scene. 

This hypothesis that Byron raade a raistake in 

copying frora Fielding receives support frora a sirailar 

mistake in Canto II. In his description of the shipwreck, 

Byron unraistakably includes the narrator araong the ship's 

passengers. Thus, he writesí 

But the ship still lay 
Like a mere log, and baffled our intent. 

, . . (although we never meant r^ 

To part with all till every hope was blighted).'^ 

Since Don Juan hiraself i s the only survivor of the sh ip -

wreck, Byron coramitted a t e c h n i c a l blunder in p u t t i n g the 

narrator i n t o the s t o r y . He was led in to t h i s mistake 

because he was copying a f i r s t - p e r s o n account of a real 

'̂ Don Juan . I I , 32; in Poe t rv . VI, 89-90 ( I t a l i c s 
added). 
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shipwreck. I n most c a s e s , he changed f i r s t - p e r s o n pronouns 

to t h i r d - p e r s o n , bu t he over looked a few i n t h e h e a t of 

composition. Thus , we f i n d t h a t Byron was prone t o raake 

th i s type of raistake i n t h e use of l i t e r a r y s o u r c e s . We 

conclude t h a t t h e f i g h t scene i n Canto I i s indeed t aken 

from F i e l d i n g , even t o t he i n a p p r o p r i a t e use of the word 

"ground." 

Conc lus ion 

In the f i r s t c a n t o of Don J u a n . Byron took ideas 

and i n c i d e n t s from h i s own l i f e and frora raany l i t e r a r y 

sources. The m a r i t a l probleras of J o s é and Inez were i n -

spired by Byron ' s own u n f o r t u n a t e raarriage, and Don J u a n ' s 

i n i t i a l love a f f a i r undoub ted ly owes rauch t o Byron ' s 

r e c o l l e c t i o n s of s i r a i l a r e x p e r i e n c e s . In t h e c a t e g o r y of 

minor l i t e r a r y s o u r c e s , F i e l d i n g ' s p l a y s The I n t r i g u i n g 

Chambermaid. The Debauchees . and The L e t t e r W r i t e r s may 

he mentioned as p o s s i b l e i n f l u e n c e s upon Byron, a l t hough 

many o the r works have e q u a l l y s t r o n g c l a i r a s . The i h f l uence 

of F i e l d i n g ' s Tora Thurab can be a s s e r t e d w i t h g r e a t e r con-

fidence, s i n c e i t a p p e a r s i n t h r e e d i f f e r e n t passages i n 

Canto I a l o n e . As w i l l be seen below, echoes of Tom Thurab 

also appear i n l a t e r c a n t o s . The most s i g n i f i c a n t of t he 

lesser souces i s t h e Don Juan l e g e n d . I t p rov ided a p r e -

cedent fo r t h e bedroora s c e n e , a l t h o u g h Byron f r e e l y a l t e r e d 

the t r a d i t i o n a l c h a r a c t e r s and changed t h e o b l i g a t o r y duel 

into a comic f i s t - f i g h t . I n some r e s p e c t s , t he Don Juan 
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legend must be considered a major source. Even though Byron 

made great changes in the legend, it nonetheless provided 

him with a protagonist and with a basic framework for his 

story. 

The greatest literary influence upon the first canto 

of Don Juan is undoubtedly Fielding's Tom Jones. Previous 

commentators have correctly pointed out the similarities 

between the characters of Don Juan and Tom Jones, but no 

previous student has appreciated the full extent of Byron's 

debt to Fielding. In characterization, Byron used material 

from Fielding, not only in his portrayal of Don Juan, but 

also in his depiction of Inez and Josê, and especially in 

his characterization of Donna Julia. In narrative tech-

nique, Fielding was one of the two principal influences 

upon Byron, the other being the Italian jocose epic. For 

the incidents of his plot, Byron took ideas from many 

sources, but Tora Jones is again the major influence. By-

ron's story of Inez and José is largely based upon Field-

ing's narrative of Bridget and Captain Blifil. Don Juan's 

affair with Julia combines in one story Tom Jones's sepa-

rate involvements with Sophia and with Molly.-

In subsequent cantos of Don Juan. Byron borrowed 

less from Tora Jones. although it remained a significant 

influence upon him. Byron began to use relatively more 

fflaterial from Fielding's other works, such as Josenh 

iûâcews and Jonathan Wild; Tom Thumb remained a recognizable 
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minor influence. After Canto I , the nature of F ie ld ing ' s 

influence upon Byron a l so began to change. Byron became 

less in teres ted in F ie ld ing ' s techniques of character iza t ion , 

but he carae to appreciate for the f i r s t tirae F ie ld ing ' s 

efforts a t soc ia l c r i t i c i s ra , especia l ly in Jonathan Wild. 

Thus, F ie ld ing ' s influence upon Byron's theraes was increas-

ing, while his influence upon Byron's character izat ion was 

decreasing. We sha l l see the beginning of th i s trend in 

Chapter V and i t s culraination in Chapter VI. 



CHAPTER V 

CANTOS II-V OF DON JUAN 

The cantos d iscussed in the presen t chapter were 

composed during the two-year period frora Deceraber of 1818 to 

December of 1820. After f i n i s h i n g Canto V, Byron temporar-

ily discontinued Don Juan . and he wrote nothing in the 

ottava rima s tanza u n t i l he began The Vision of Judgment 

nine months l a t e r . Byron was not i d l e during these nine 

months, but he devoted h i s raajor e f f o r t s to the coraposition 

of verse t r a g e d i e s which owe l i t t l e or nothing to F ie ld ing . 

Thus, the i n t e r v a l between Canto V and The Vision of Judg-

ment forms a n a t u r a l boundary between chap te r s . 

In the four cantos t o be covered here , the na r ra t ive 

material i s bes t divided i n t o three sec t ionss the shipwreck, 

Haidée, and the harera adventure . In these ep isodes , Byron 

continued t o borrow ideas and inc iden t s frora F i e ld ing , but 

i t cannot be sa id t h a t F i e ld ing had a forraative influence 

on any of the episodes a f t e r Canto I . For exaraple, the 

For a chronology of events r e l a t e d to the coraposi-
tion and p u b l i c a t i o n of Don Juan . see Truman G. Steffan and 
Willis W . ' P r a t t . e d s . , Bvron's "Don Juan . " Vol. I : Tíie 
Haking of a Mas te rn iece . by Truman G. Steffan; Vols. I I - I I I » 
LVarÍQrnTn Ed i t i on ; Vol. IV: Notes on the Variorn n EditÍOn> 
by Will is W. P r a t t (^ v o l s . ; Aust int Univers i ty of Texas 
Press, 1957), I , 299-310 ( h e r e a f t e r r e f e r r e d to as Steffan 
and P r a t t ) . 
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shipwreck, which occupies the first 110 stanzas of Canto II, 

was suggested by the much briefer shipwreck scene in raost 

previous versions of the Don Juan legend; and it possibly 

owes soraething to sirailar events in Fielding's novels 

.Tnnathan Wild and Amelia. However, the major influence 

upon this episode has been established beyond doubt as 

Sir G. Dalzell's Shinwrecks and Disasters at Sea. 

The longest of the three episodes in these cantos 

is Don Juan's love affair with Haidée. This story com-

mences with Stanza 111 of Canto II and ends with Stanza 73 

of Canto IV. In this section of the poera, Byron corabines 

two scenes frora the traditional Don Juan story. He contin-

ues his ironic reversal of the legendary Don Juan's charac-

ter, with corresponding changes in the characters repre-

sented by Haidée and Larabro. Although Haidée's relation-

ship to her father bears a slight similarity to the 

relationship between Sophia and Squire Western, Fielding's 

real influence upon this episode is liraited to echoes in a 

few of the digressive stanzas. It could be argued that the 

major influence upon the Haidêe story is Byron's own 

Oriental tales. Juan and Haidêe reserable the protagonists 

in The Bride of Abvdos. and Larabro is a raore raature and 

somewhat raore realistic version of Conrad in The Corsair. 

See footnotes in The Works of Lord Bvrom Poetrv. 
ed. by Ernest Hartley Coleridge (7 vols.; Londom John 
Murray, 1898-190^; rpt. New Yorkt Octagon Books, Inc, 
1966), VI, 87ff. (hereafter referred to as Poetry)» 
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In Cantos IV and V, Don J u a n ' s bondage and h i s 

confrontation with the Sul tana Gulbeyaz have no c l e a r 

precedents in the Don Juan legend. On the o ther hand, 

Fielding 's inf luence i s soraewhat g r e a t e r than in the Haidée 

story. There a re s c a t t e r e d echoes of Tora Thumb. Joseph 

Andrews, and Jonathan Wild; and the e n t i r e sec t ion bears 

a functional r e l a t i o n s h i p t o the coraic inn scene a t the 

midpoint of Tora Jones . Once aga in , Byron i s a raajor 

influence upon himself . I f the Haidêe s to ry echoes Byron's 

ear l ier roraances, i t i s equal ly t rue t h a t the harera adven-

ture parodies thera. Gulbeyaz p a r a l l e l s The C o r s a i r ' s 

Gulnare, even to a s i r a i l a r i t y in the naraes; and Don Juan in 

female dress i s a h ighly r i d i c u l o u s vers ion of the capt ive 

Conrad. 

Although the p re sen t chapte r descr ibes a r e l a t i v e l y 

low point in F i e l d i n g ' s inf luence upon Byron, the poet had 

not permanently l o s t i n t e r e s t in F i e l d i n g . The following 

chapter w i l l show t h a t Byron s y s t e m a t i c a l l y re - read a l l of 

Fielding's major works before composing The Vision of Judg-

ipent in 1821. I t might even be sa id t ha t Byron was r e -

stocking h i s mind with ideas from F ie ld ing in prepara t ion 

for The Vision of Judgment and the "War Cantos" of Don Juan. 

The Shipwreck 

In T i r so de Mol ina ' s El bur lador de S e v i l l a . Don 

Juan t e l l s the f i s h e r g i r l Thisbei 
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A hideous hurricane 
Scuttled ray vessel and cast rae adrift 
To find refuge and shelter at your feet.o 

(Act I, p. 195.)^ 

In most other versions of the Don Juan story, a similar 

shipwreck occurs and is sirailarly disraissed in a few lines. 

As if to deraonstrate his poetic powers, Byron elaborates 

this brief suggestion into an epic narrative of sorae nine 

hundred lines. The beginning of Byron's episode has a 

parallel in Tirso. Byron says* 

The ship, called the raost holy "Trinidada," 
Was steering duly for the port Leghornj 

For there the Spanish family Moncada 
Were settled long ere Juan's sire was borni 

They were relations, and for them he had a 
Letter of introduction, which the mom 

Of his departure had been sent him by 
His Spanish friends for those in Italy. ^ 

(II, 24; p. 87.)^ 

In Tirso's play, Don Pedro rerainds his nephew Don Juani 

Your father frora Castile sent you to Naples, 
Whose hospitable shore by the Italian sea 
Welcoraed you, . . . 

(Act I , p . 185.) 

Like the "Spanish family Moncada," Don Pedro i s a r e l a t i v e 

living in I t a l y , and Don Juan has come to s tay with him. 

^Tirso de Molina (pseud. of Gabriel T é l l e z ) , TM 
PlavbQy of S e v i l l e . t r a n s . and ed. by Walter S t a r k i e , in 
Eight Spanish Plavs of the Golden Age (New York: The Modern 
Library, 1964). In the p a r e n t h e t i c a l acknowledgments of 
this and subsequent quo ta t i ons from T i r s o , the page numbers 
refer to S t a r k i e ' s t r a n s l a t i o n . 

In the p a r e n t h e t i c a l acknowledgeraents of t h i s and 
subsequent q u o t a t i o n s frora Don Juan . the page nurabers 
refer to Poe t rv . Vol. VI. 
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Obviously, Tirso's shipwreck raust occur later in 

the story than Byron's does. Tirso's Don Juan raakes the 

trip to Italy safely, but is shipwrecked on the return 

voyage; Byron's Juan is wrecked on the initial voyage. But 

in both stories, the nearly fatal voyage is necessitated by 

a scandalous affair and is followed by a second affair with 

Don Juan's feraale rescuer. Byron ends his version of the 

shipwreck with Don Juan lying exhausted on the shore of a 

Greek islandi 

And slowly by his swiraraing eyes was seen 
A lovely feraale face of seventeen. 

*T was bending close o'er his, and the small mouth 
Seemed almost prying into his for breath; 

And chafing him, the soft warm hand of youth 
Recalled his answering spirits back from Deathi 

(II, 112-13; p. ll^.) 

These stanzas have a parallel in Tirso's version, where 

Thisbe cradles Don Juan's head in her lapi 

Thisbe. Gallant and handsome youth of noble brow, 
Return, I pray, to life. 

Don Juan. Where am I now? 
Thisbe. Safe from all perils, in a woraan's arras. 

(Act I, pp. 19^-95.) 

Thus, Byron's version of the shipwreck begins and ends with 

parallels to the traditional Don Juan story, but Byron's 

?reatly expanded raiddle section obviously had other sources. 

Although Fielding was not one of the raajor influ-

ences upon the shipwreck episode, his novels provide 

possible sources for two of the narrative passages. The 

Hrst of these possible echoes of Fielding occurs at the 

very beginning of the voyage. As Don Juan stands on deck 
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re-reading Julia's last letter to hira, he declares his love 

for her in idealistic termst 

Sooner shall this blue Ocean raelt to air, 
Sooner shall Earth resolve itself to sea, 

Than I resign thine iraage, oh, ray fairl 
Or think of anything, excepting thee. 

(II, 19; p. 86.) 

Tom Jones asserts his love for Sophia in sirailar fashiom 

Was I but possessed of thee, . . . How conteraptible 
would the brightest Circassian beauty, dressed in 
all the jewels of the Indies, appear to ray eyesl 
But why do I mention another woman? . . . The chastest 
constancy will I ever preserve to thy iraage. . . . 
still shalt thou alone have possession of my 
thoughts, . . . j. 

(V, 10; I I I , 256-57.)^ 

Although the i n i t i a l f i gu res of speech a re d i f f e r e n t , the 

l a t t e r pa r t s of the two speeches a re s t r i k i n g l y s i m i l a r . 

Juan s t a t e s t h a t he w i l l never " res ign th ine iraage," while 

Jones dec lares h i s constancy "to thy iraage"; f u r t he r , Juan 

promises never t o " th ink of anyth ing , except ing t h e e , " 

which c lose ly echoes J o n e s ' s s ta teraent , " s t i l l s h a l t thou 

alone have possess ion of ray t hough t s . " 

Even raore iraportant than these s i r a i l a r i t i e s in 

diction are the i r on i c conclus ions t o the two passages 

quoted above. Don J u a n ' s poe t ic effusion i s in te r rup ted 

^ln the p a r e n t h e t i c a l acknowledgments of t h i s and 
subsequent quo ta t i ons from the works of F i e ld ing , the f i r s t 
pair of nurabers naraes the book and chapter or the ac t and 
scene, as the case raay be; the second p a i r of numbers names 
the volurae and page in The Gomplete Works of Hpnry F ie ld ing . 
M . , ed. by William Ernes t Henley, et__ai. ( l6 vo l s . ; New 
Yorki Crosscup and S t e r l i n g , 1903; r p t . New Yorki Barnes & 
^oble, I n c , I967) . With one except ion as noted below, a l l 
uotations frora F i e ld ing a re taken frora t h i s ed i t i on (here-

^fter r e f e r r e d t o as Works). 
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by a bout of seasicknessf 

"A mind diseased no remedy can physic— 
(Here the ship gave a lurch, and he grew sea-sick.) 

"Sooner shall Heaven kiss earth—(here he fell sicker) 
Oh, Julial what is every other woe? 

(For God's sake let rae have a glass of liquor; 
Pedro, Battista, help rae down below.) 

Julia, my lovel—(you rascal, Pedro, quicker)— 
Oh, Julial—(this curst vessel pitches so)— 

Beloved Julia, hear me still beseechingl" 
(Here he grew inarticulate with retching.) 

(II, 19-20; p. 86.) 

Tom Jones's declaraation is also interrupted, but by a rauch 

raore pleasing type of physical sensationi 
At these words he started up, and beheld—not 

his Sophia—no, nor a Circassian raaid. . . . Molly 
Seagrira approached. . . . 

Here ensued a parley, which, as I do not think 
rayself obliged to relate it, I shall omit. It is 
sufficient that it lasted a full quarter of an hour, 
at the conclusion of which they retired into the 
thickest part of the grove. 

(V, 10; I I I , 257.) 

Byron's in t errupt ion of Juan's speech i s arausingly o r i g i n a l , 

but i t serves e x a c t l y the sarae purpose as F i e l d i n g ' s i n t e r -

ruption of Jones . In both c a s e s , i d e a l i s t i c r e s o l u t i o n s 

are overruled by the deraands of the body. Jones f inds that 

the s p i r i t i s w i l l i n g , but the f l e s h i s weak; and Juan 

discovers in an even raore emphatic raanner that the w i l l 

cannot comraand the body. 

Byron used a passage frora Tom Jones a t the very 

beginning of Canto I I ; then , he used a p a r a l l e l t o the 

Don Juan s t o r y , as a raeans of introducing the shipwreck. 

Paradoxically, the Don Juan legend was a forraative i n f l u -

ence upon the shipwreck e p i s o d e , y e t only a minor source 
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of the details. The legend suggested, even demanded, the 

inclusion of a shipwreck; but Byron used specific details 

from it only at the beginning and end of the episode. The 

major source of these scenes was discovered as early as 

1821, when the Monthlv Magazine printed parallel passages 

from Dalzell's Shinwrecks and Disasters at Sea. 

But Byron's undeniable use of a major source does 

not exclude the possible existence of lesser sources. The 

following passage illustrates a probable corabination of 

influencesi 

There's nought, no doubt, so rauch the spirit calms 
As rura and true religion; thus it was, 

Sorae plunder'd, sorae drank spirits, sorae sung psalms, 

Perhaps more mischief had been done, but for 
Our Juan, who, with sense beyond his years, 

Got to the spirit-room, and stood before 
It with a pair of pistols; and their fears, 

Kept still aloof the crew, who, ere they sunk, 
Thought it would be becoming to die drunk. 

"Give us more grog," they cried, "for it will be 
All one an hour hence." Juan answer'd, "Nol 

'T is true that death awaits both you and me, 
But let us die like men, not sink below 

Like Brutes"i—and thus his dangerous post kept he. 
(II, 3^-36; pp. 90-91.) 

In his annotation of these lines, Coleridge quotes Dal-

zell's account of the "Loss of the Earl of Abergavennv. 

Pebruary 5, 1805" i 

A midshipraan was appointed to guard the spirit-
roora, to repress that unhappy desire of a devoted crew 
to die in a state of intoxication. The sailors, though 

^Pointed out by Coleridge, in Poetrv. VI, 87, n. 
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in other respects orderly in conduct, here pressed 
eagerly upon him. 

"Give us sorae grog." they exclaimed, "it will be 
all one an hour hence." — " knov/ we raust die." replied 
the gallant officer, coolly, "but let us die like raen!" 
—Arraed with a brace of nistols. he kept his post, 
even while the ship was sinking.7 

The closeness of the parallels leaves no doubt that Byron 

was writing with Dalzell's volurae open before hira. Juan's 

arms, the crew's plea, and Juan's reply are all copied al-

most word for word. Even so, Dalzell provided no precedent 

for Byron's ironic corabination of "rura and true religion." 

This idea could have been suggested by Fielding, for sirailar 

passages occur both in Jonathan Wild and in Araelia. In 

Jonathan Wild. Fielding writesi 

Our danger was so great that the captain of the 
ship, a professed atheist, betook hiraself to prayers, 
and the whole crew, abandoning theraselves for lost, 
fell with the utraost eagerness to the eraptying 
a cask of brandy, not one drop of which they swore 
should be polluted with salt water. 

(IV, v i i i ; I I , 171-72.) 

And in the shipwreck scene of Araelia. "Sorae on board were 

addressing theraselves t o the Suprerae Being, and others 

applying for corafort t o s t rong l i q u o r s " ( I I I , iv ; VI, 122). 

Thus, the raajor p a r t of Byron's scene i s taken frora Dal-

ze l l ' s f a c t u a l account , but one i ron ic d e t a i l could well 

have been suggested by F i e l d i n g ' s f i c t i o n . 

"^Poetrv. VI, 9 1 , n . ; C o l e r i d g e ' s i t a l i c s . 
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Haidge . 

After a long ordeal in an open boat , Don Juan i s 

cast ashore on a Greek i s l a n d , where he i s discovered by 

Haidée, the only daughter of the p i r a t e Larabro. Haid^e 

conceals Don Juan in a cave and nurses hira back t o hea l th . 

As might be expected , t h e i r d a i l y raeetings in the cave soon 

lead to a love a f f a i r . When Larabro i s reported t o have 

been l o s t a t s e a , Haidêe takes Juan i n t o her f a t h e r ' s house 

as her acknowledged l o v e r . In the conc lus ion of t h i s e p i -

sode, Larabro reappears , very rauch a l i v e . His p i ra te s 

strike Juan down and carry hira aboard t h e i r s h i p , t o be 

sold as a s lave in Turkey. B e l i e v i n g Juan to have been 

k i l l ed , Haidée f a l l s s e n s e l e s s . In the fo l lowing days, she 

remains in a de l i r ium, r e f u s e s to e a t , and eventual ly d i e s . 

The s i r a i l a r i t y of t h i s episode to Byron's e a r l i e r 

romances has a lready been raentioned. Many of the inc idents 

may a l so be in terpre ted as d e l i b e r a t e r e v e r s a l s of the 

tradit ional Don Juan s t o r y . For exaraple, in T i r s o ' s ver-

sion, Don Juan and h i s servant are c a s t ashore on the coast 

of Spain, where they are found by the peasant g i r l Thisbe. 

She c a l l s to the raen of the v i l l a g e , "Let us then take 

these young men to my hut ," adding, "I know t h i s ac t / Of 

charity w i l l p l ease my f a t h e r so" (Act I , p. 196) . By 

contrast, Haidée hides Don Juan in a cave . In the fo l low-

ing l i n e s , Byron seems t o be g i v i n g a d i r e c t answer to 

Thisbe's s tatement i 
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But taking hira into her father's house 
Was not exactly the best way to save, 

But like conveying to the cat the raouse. 
( I I , 130; p . 119.) 

Byron i s c l e a r l y p repar ing the reader for a raajor d i f f e r -

ence between Haidée ' s f a the r and Th i sbe ' s f a t h e r . The 

l a t t e r i s a poor fisherraan; and, in an i ron ic use of the 

Biblical phrase , Byron desc r ibes Larabro as a " f i s h e r , . . . 

though of raen" ( I I , 126; p . 118) . 

In a d d i t i o n t o f ind ing d i f fe rences between the two 

fathers, we raay assume t h a t Haidêe ' s cha rac te r i s a 

deliberate c o n t r a s t t o t h a t of Thisbe. T i r s o ' s peasant g i r l 

has some pass ion , but a g r e a t deal of prudence. She t e l l s 

Don Juani 

If you give me your soleran word t h a t you 
Will be ray husband, I ' l l subrait t o you. 

Lest t h i s stateraent seera too co ld , she adds, " I ' l l not be 

shy in paying, r e s t a s sured" ; but she concludes her speech 

with another reraonstrancei 

May your pledged word forever bind your s o u l , 
If no t , raay God in Heaven punish you. 

(Act I, p. 202.) 

Byron's Haidée is more passionate and corapletely trusting. 

The following description of her love for Juan specifically 

denies the conditions imposed by Thisbei 
Haidée spoke not of scruples, asked no vows, 

Nor offered any; she had never heard 
Of plight and promises to be a spouse, 

Of perils by a loving maid incurred; 
She was all which pure ignorance allows, 

And flew to her young raate like a young birdt 
And, never having drearat of falsehood, she 
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Had not one word to say of constancy. 
(II, 190; p. 135.) 

In his desire to portray Haid^e as completely inno-

cent and natural, Byron overstated his case; and he later 

contradicted himself1 

And Haidée, being devout as well as fair, 
Had, doubtless, heard about the Stygian river, 

And Hell and Purgatory—but forgot 
Just in the very crisis she should not. 

(II, 193; p. 136.) 

If Haidêe has had an orthodox C h r i s t i a n educat ion, she must 

have heard "Of p l i g h t and promises t o be a spouse," and she 

cannot be " a l l which pure ignorance a l l o w s . " Byron was led 

into t h i s c o n t r a d i c t i o n by h i s de s i r e t o emphasize the 

difference between Haidée and the equiva lent charac te r in 

the Don Juan t r a d i t i o n . 

Byron's raost d i r e c t p a r a l l e l to the Don Juan legend 

occurs in the ob l iga to ry j u s t i f i c a t i o n of inconstancy. 

Tirso's Don Juan t e l l s h i s unc l e , "If you reraeraber your own 

youthful loves / Y o u ' l l pardon raine" (Act I , p. 18^); and 

he l a t e r inforras h i s s e r v a n t , "Aeneas did the very sarae / 

To the Queen of Carthage" (Act I , p . 201). Thus, T i r s o ' s 

character be l i eves in the double s tandard and in j u s t i f i -

cation by t r a d i t i o n and precedent . Mol i ê re ' s Don Juan i s 

a more accoraplished Sophis t and a c t u a l l y bases h i s argument 
on women's r i g h t s t 

Whatt Would you have a man t i e hiraself up to the 
f i r s t woman t h a t captured h i s fancy, renounce the 
world for he r , and never again look a t anyone e l se? 
. . . Nol Let fools raake a v i r t u e of constancyl 
All b e a u t i f u l woraen have a r i g h t t o our love , and 
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the accident of being the first coraer sho ldn't 
rob others of a fair share in our hearts. . . , 
the fact that I ara in love with one person shall 
never raake rae unjust to the others. I keep an eye 
for the raerits of all of thera and render each one 
the horaage, pay each one the tribute that nature 
enjoins. o 

(Act I.)^ 

In his libretto to Mozart's Don Giovanni. Lorenzo da Ponte 

copied MoliSre's ideat 

Leporello. And you've the heart, sir, to deceive 
every one of theral 

Don Giovanni. Because I love thera. If to one I 
were faithful, how unfair to the othersl Such is the 
extent of ray araatory feelings, I love thera all and 
sundryl But woraen have no head for raatheraatics, 
and ray infinity they confuse with infidelity. Q 

(Act 11.)^ 

In this traditional defense of inconstancy, Byron followed 

previous versions of the Don Juan legend with little change 

and with no more irony than exists in his modelsi 

that which 
Men call inconstancy is nothing raore 

Than admiration due where Nature's rich 
Profusion with young beauty covers o'er 

Some favoured object; and as in the niche 
A lovely statue we alraost adore, 

This sort of adoration of the real 
Is but a heightening of the beau ideal. 

'T is the perception of the Beautiful, 
A fine extension of the faculties, 

Platonic, universal, wonderful, 
Drawn frora the stars , and f iltered through the skies, 

Without which life would be extreraely dull; 
In short, it is the use of our own eyes. 

®In MoliSrei Five Plavs. trans. with an Intro. by 
John Wood (Londoni Penguin Books, 1953)» P« 202. 

^Don Giovanni. trans. with an Intro. by Edward J. 
Dent (London: Oxford University Press, 1938), p. 39« 
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With one or two sraall senses added, just 
To hint that flesh is forraed of fiery dust. 

( I I , 211-12; pp. 1 4 0 - ^ . ) . 

Will is W. Prat t annotates these s tanzas as fo l lowst 

This passage i s Byron's vers ion of a r a t i o n a l i z a t i o n 
coraraon in the t h e a t r i c a l treatraent of the Don Juan 
legend. E a r l i e r w r i t e r s put the defense of i n f i d e l i t y 
in to the raouth of Don Juan hiraself. Since such 
sophis try was unsu i tab le t o Byron's young hero, the 
author here presents i t as one of h i s own r e f l e c t i o n s . 

This w e l l - a t t e s t e d echo of the Don Juan t r a d i t i o n re inforces 

the present w r i t e r ' s content ion that the legend was a raajor 

source of the Haidêe ep i sode . 

Some c r i t i c s have a s s e r t e d that Byron knew l i t t l e 

of the Don Juan s t o r y , but i t seeras raore l i k e l y that he 

knew i t we l l enough to iraitate at l e a s t two d i f f e r e n t ver-

sions of i t . In sorae v e r s i o n s , such as Mozart's Don Gio-

vanni. the duel with the Coraendador occurs in the opening 

scene. In o t h e r s , such as T i r s o ' s El burlador de S e v i l l a . 

the Coraendador appears a t the raidpoint of the s tory . Imi-

tating both v a r i a t i o n s of the legend, Byron doubled back on 

his own p lo t and wound up with two Coraendador figxires. In 

the i n i t i a l e p i s o d e , Don Alfonso i s a coraic Coraendador. He 

fights with Don Juan, but i s only knocked down, instead of 

heing k i l l e d . He p a r a l l e l s the Coraendador in Mozart, or in 

a version s i m i l a r t o Mozart ' s , where the Comendador i s 

killed ear ly in the s t o r y . In Lambro, Byron has again 

changed the Comendador's charac ter , but not in a comic 

^^Steffan and P r a t t , IV, 80 . 
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manner. Th i s second p a r a l l e l t o t h e Coraendador becoraes 

much more fo rmidab le t h a n t h e t r a d i t i o n a l f i g u r e . Lambro 

defeats Don J u a n , wounding hira and s e l l i n g him i n t o s l a v e r y . 

In regard t o h i s p o s i t i o n i n t h e s t o r y , Lambro p a r a l l e l s 

the Comendador i n v e r s i o n s such a s T i r s o ' s , where the duel 

takes p l ace i n Act I I . 

Byron ' s use of two Comendador f i g u r e s does not 

r e su l t raerely frora l o o s e p l o t t i n g or frora a l a c k of o r g a n i -

zation. Both f i g u r e s s e r v e t o eraphasize an i raportant a spec t 

of the Don Juan s t o r y , a s Byron conceived of i t . Alfonso 

firmly p l a c e s Byron ' s poem i n t he t r a d i t i o n of t he comic 

Don Juan v e r s i o n s . Al fonso p a r a l l e l s M o z a r t ' s c h a r a c t e r , 

and i t should be remerabered t h a t Don Giovanni was o r i g i n a l -
11 ly perforraed a s a coraedy. But Byron ' s s t o r y i s no t en-

t i r e l y coraic. Larabro p a r a l l e l s T i r s o ' s c h a r a c t e r and i l l u s -

t ra tes a s e r i o u s therae, i n keeping wi th the tone of T i r s o ' s 

play. Even though B y r o n ' s Don Juan i s l e s s a g g r e s s i v e than 

T i r s o ' s , bo th p r o t a g o n i s t s becorae t he v ic t i r a s of t h e i r own 

passions. I n a l a t e r s t a n z a , Byron d e c l a r e d t h a t h i s moral 

concerned " those / Whose headlong p a s s i o n s form t h e i r p r o -

per woes" (VI , 8 ? ; p . 2 9 2 ) . This theme i s e n t i r e l y c o n s i s -

tent with t h e most s e r i o u s p r i o r - v e r s i o n s of t h e s tory . 

The p r i n c i p a l s o u r c e s of t h e Juan and Haidée s tory 

are the Don Juan legend and t h e popu la r O r i e n t a l t a l e s , 

including B y r o n ' s own c o n t r i b u t i o n s t o t h i s g e n r e . In t h i s 

11 See above, Chap. III, pp. 1^0-41 
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section of Don Juan. Fielding's works had no significant 

influence upon the narrative, but they probably suggested 

several ideas for the digressive stanzas. In particular, 

Byron's comraents on the "raarriage raarket" echo the tone and 

diction of Fielding. Byron writesi 

for raan, to raan so oft unjust, 
Is always so to women; one sole bond 

Awaits thera, treachery is all their trust; 
Taught to conceal, their bursting hearts despond 

Over their idol, till sorae wealthier lust 
Buys them in raarriage—and what rests beyond? 

A thankless husband, next a faithless lover, 
Then dressing, nursing, praying, and all's over. 

( I I , 200; pp. 137-38.) 

This stanza c l o s e l y echoes a l e t t e r in F i e l d i n g ' s Covent-

Garden Journa l i 

In high L i f e , Marriage i s a raere Trade, a Bargain 
and Sa le , where both P a r t i e s endeavour t o cheat 
one another ; the Effec ts of such unnatura l Unions 
frequently a re seen in Courts of e l e g a t e s , or by 
pr iva te A r t i c l e s of Separa t ion . -, « 

(No. 50 [June 23. 17521-) 

Although t h i s l e t t e r was o s t ens ib ly sent in by a reader , 

editors have been known to wr i t e l e t t e r s to theraselves. 

Fielding's poss ib le au thor sh ip of the above passage i s 

suggested by the occurrence of s i ra i lar l i n e s in h i s verse 

epis t le , "To a Fr iend on the Choice of a Wife"i 

Women by Nature form'd too prone to 111, 
By educat ion a re made proner s t i l l . 

^^Ltr . t o the ed. , in Alexander Drawcansir [pseud. of 
Henry F i e l d i n g ] The Covent-Garden J o u r n a l . ed. by Gerald E. 
Jensen (2 v o l s . ; New Havem Yale Univers i ty P re s s , 1915» 
rpt. New Yorki Russe l l & R u s s e l l , Inc . , 196^), Hf ^l* 
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To cheat, deceive, conceal each genuine Thought, 
By Mothers, and by Mistresses are taught.^3 

Regardless of the authorship of the letter, Byron 

could easily have seen it in The Covent-Garden Journal. 

Byron's stateraent, "treachery is all their trust," echoes 

a passage in the Journal letteri "both Parties endeavour 

to cheat one another." On the other hand, Byron's phrase, 

"Taught to conceal," has a possible source in Fielding's 

verse epistle, where woraen "are taught" to "conceal each 

ĵ enuine Thought." Byron's passage, "till sorae wealthier 

lust / Buys thera in raarriage," has a parallel in the Journal 

letter, which statest "Marriage is a raere Trade, a Bargain 

and Sale." Byron's allusion to "a faithless lover" suggests 

another of "the Effects of such unnatural Union," as de-

scribed in the letter to the editor. 

In the opening stanzas of Canto III, Byron continued 

to develop his ideas about woraen. In the following stanza, 

a rejected line has been included, as it has a possible 

bearing on the source of the passagei 

In her first passion woman loves her lover, 
In all the others all she loves is love, 

Which grows a habit she can ne'er get over, 
And fits her like a stocking or a glove [rejectedj, 
And fits her loosely--like an easy glove, 

As you raay find, whene'er you like to prove hert 

^^As quoted by Elizabeth F. Boyd, Bvron's "Don Juan"t 
A Critipal s;t.nr»Y (New Brunswick, N.J.i Rutgers University 
Press, 19^5; rpt. New Yorki The Huraanities Press, 1958)i 
?• 152. Also in Fielding's Works. XII, 273? Henley raodern-
izes the capitalization. 
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One man alone at first her heart can raove; 
She then prefers hira in the plural nuraber, 
Not finding that the additions much encumber. 

(III, 3î pp. 1^3-^^. and n.) 

This stanza closely parallels a dialogue in Fielding's Tom 

Thumb. Glumdalca, Queen of the Giants, boasts to Huncamunca 

that she alone possesses Tom Thumb's affectionst 

Glura. Your sweetheart? Do'st thou think the raan, who once 
Hath worn ray easy chains, will e'er wear thine? 

Hunc. Well may your chains be easy, since, if fame 
Says true, they have been try'd on twenty husbands. 
The glove or boot, so raany tiraes pull'd on, 
May well sit easy on the hand or foot. 

Glura. I glory in the nuraber, and when I 
Sit poorly down, like thee, content with one, 
Heaven change this face for one as bad as thine. 

(II, 7; ix, 46.) 

Fielding's two feraale characters correspond to the different 

ages of woraan in Byron's passage. Thus, Huncaraunca is like 

the inexperienced woman who finds "One raan alone at first 

her heart can raove." The older Gluradalca proclairas, "I 

glory in the nuraber," like Byron's experienced lover who 

"then prefers hira in the plural nuraber." 

In addition to these parallels in the types of 

women described, Byron took his principal figure of speech 

from Fielding. Byron originally wrote, "And fits her like 

a stocking or a glove," echoing Huncaraunca's "The glove or 

toot, so raany tiraes pull'd on. " Byron then dropped the 

allusion to footwear, but kept the rhyrae-word, revising the 

line to readi "And fits her loosely--like an easy glove." 

Although the echo of Fielding is less obvious in the 

revision, the idea of a glove fitting loosely could still 
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have been derived from Huncamunca's allusion to a well-worn 

glove. Furthermore, the adjective in "an easy glove" is 

hardly an inevitable choice and could have been suggested 

by the threefold recurrence of the word "easy" in Fielding's 

passagei "ray easy chains," "Well raay your chains be easy," 

and especially, "The glove . . . / May well sit easy on the 

hand." Thus, this series of parallels reinforces our grow-

ing conviction that Tom Thumb had a significant influence 

upon Don Juan. 

Byron continued his reflections on woraen and raar-

riage at sorae length. In addition to his possible use of 

material frora Tora Thurab. The Covent-Garden Journal. and 

Fielding's poetry, we can find still raore parallels in 

Jonathan Wild and in one of Fielding's plays. Discussing 

literary descriptions of marriage, Byron sayst 

There's doubtless something in doraestic doings, 
Which forras, in fact, true love's antithesis; 

Roraances paint at full length people's wooings, 
But only give a bust of raarriages; 

For no one cares for raatriraonial cooings, 

All tragedies are finish'd by a death, 
All comedies are ended by a raarriage; 

The future states of both are left to faith, 
For authors fear description raight disparage 

The worlds to corae of both, or fall beneath, 
And then both worlds would punish their raiscarriagei 

So leaving each their priest and prayer-book ready, 
They say no raore of Death or of the Lady. 

( I I I . 8-9; p. 1^5.) 

Most of t h i s passage has i t s source in Jonathan Wild. After 

describing Wild's raarriage to Laet i t ia Snap, Fielding saysi 
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Most private histories, as well as coraedies, end at 
this period; the historian and the poet both con-
cluding they have done enough for their hero when 
they have raarried hira; or intiraating rather that the 
rest of his life raust be a dull calra of happiness, 
very delightful indeed to pass through, but soraewhat 
insipid to relate. 

(III, vii;II., 118.) 

Byron's stateraent that roraances "only g ive a bust of 

marriages" echoes the i d e a , but not the d i c t i o n , of F i e l d -

ing's a s s e r t i o n tha t "raost pr ivate h i s t o r i e s . . . end a t 

this period." Byron o f ten re ferred to sentiraental novels 

as "roraances," and F i e l d i n g coraraonly c a l l e d novels "h i s -

tories" or "private h i s t o r i e s " ; t h u s , the two authors are 

referring to the sarae type of l i t e r a r y work. Byron includes 

an a l lus ion to t r a g e d i e s , and F i e l d i n g does not . Byron addst 

"All coraedies are ended by a raarriage"; and F i e l d i n g s a y s , 

•TWost . . . coraedies, end a t t h i s period. " Here, the ideas 

and the d i c t i o n are s irai lar . F i n a l l y , Byron and F ie ld ing 

assign sirailar reasons for the tendencies they have jus t 

described. Byron says that "authors fear d e s c r i p t i o n 

might disparage / . . . or f a l l beneath" the r e a l i t y of 

married l i f e ; he a l s o s t a t e s , "No one cares for raatriraonial 

cooings." Thus, Byron's s tanzas convey the ideas that 

marriage may bring contentment, but not excitement; and 

that i t i s a d u l l subjec t t o read about. Though Byron's 

diction i s somewhat d i f f e r e n t from F i e l d i n g ' s , t h e i r ideas 

are p a r a l l e l . F i e l d i n g says tha t marriage "must be a du l l 

oalm of happiness , very d e l i g h t f u l indeed t o pass through, 

^ut somewhat i n s i p i d t o r e l a t e . " In both passages , marriage 
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seems to be daraned with faint praise, and we may even sus-

pect irony on the part of one or both authors. 

Byron concludes his discussion of marriage by com-

paring it to death. This last passage has no parallel in 

•Tonathan Wild. but another possible source exists in Field-

ing's play, Love in Several Masoues. The character Merital 

sayst 

The wedding, you know, is always before the sermon,— 
which is one of the chief things wherein hanging and 
matriraony disagree. 

(y, iv; VIII, 82.) 

Although Byron does not raention the order of the ceremonies, 

his allusion to "priest and prayer-book" in conjunction with 

"Death" and "the Lady" could have been suggested by Field-

ing's mention of "the serraon" in relation to "hanging and 

matriraony." This parallel is raentioned only as a possible 

influence upon Byron, but the previously quoted paragraph 

from Jonathan Wild seems a fairly probable influence upon 

the stanzas in question. 

In Jonathan Wild. Fielding's scathing denunciations 

of "true greatness" have been justly celebrated. Byron 

echoed sorae of these coraraents in his characterization of 

the pirate Larabro. Thus, Byron corapares Larabro to a Prime 

Ministert 
Let not his raode of raising cash seera strange, 

Although he fleeced the flags of every nation, 
For into a Prirae Minister but change 

His title, and 't is nothing but taxation; 
But he, more modest, took an hurabler range 

Of Life, and in an honester vocation 
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Pursued o'er the high seas his watery journey, 
And merely practised as a sea-attorney. 

(III, lif, p. 1/+7.) 

Byron elaborates on this idea a few stanzas lateri 

He was the raildest raannered man 
That ever scuttled ship or cut a throati 

With such true breeding of a gentleman, 
You never could divine his real thought; 

No courtier could, and scarcely woraan can 
Gird raore deceit within a petticoat; 

Pity he loved adventurous life's variety, 
He was so great a loss to good society. 

(III, ifl; p. 15^.) 

In still another passage, Byron speaks of slaves and other 

things, that gain 
Their bread as rainisters and favourites (that's 

To say, by degradation) . . . 
(III, 68; p. 163.) 

All of these passages have parallels in Jonathan Wild's 

speech to his gangt 

In civil life, doubtless, the sarae genius, the same 
endowments, have often coraposed the statesraan and 
the prig, for so we call what the vulgar narae a 
thief. The sarae parts, the sarae actions, often 
proraote raen to the head of superior societies, 
which raise thera to the head of lower; and where 
is the essential difference if the one ends on 
Tower-hill and the other at Tyburn? íîath the block 
any preference to the gallows, or the axe to the 
halter, but was given thera by the ill-guided judg-
raent of men? 

(I, v; II, 16.) 

Wild's sentiments are echoed by his comrade in villainy, 

the Count La Ruset 
Doth it not ask as good a memory, as nirable an in-
vention, as steady a countenance, to forswear 
yourself in Westminster-hall as woulu furnish out 
a coraplete fool of state, or perhaps a statesraan 
hiraself? It is needless to particularize every 
instance; in all we shall find that there is a 
nearer connexion between high and low life than 
is generally iraagined, and that a highwayman is 
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entitled to raore favour with the great than he 
usually meets with. 

(I, V, II, 17.)!^ 

It can easily be seen that the general tone of Byron's 

passages parallels that of Fielding's. A specific echo 

occurs in Byron's lines, "For into a Prime Minister but 

change / His title, and 't is but taxation." Byron here 

follows Wild's stateraent, "The sarae genius, the sarae endow-

ments, have often coraposed the statesraan and the prig." 

Byron also echoes Fielding when he declares that Larabro 

"was so great a loss to good society"; we think of the 

Count La Ruse's stateraent, "that a highwayraan is entitled 

to more favour with the great than he usually raeets with." 

Byron again follows Fielding's lead when he asserts that 

"ministers and favourites" live "by degradation." This 

passage echoes the Count's stateraent that a thief's ability 

"to forswear youself in Westrainster-hall . . . would fur-

nish out a coraplete fool of state, or perhaps a statesman 

himself." Byron's "ministers and favourites" are the equi-

valents of Fielding's fools and statesmen, and Byron's 

reference to "degradation" parallels Fielding's allusion to 

perjury. After he had teraporarily discontinued Don Juan. 

In the above passage, sorae editors read "a com-
plete tool of state." See, for example, A. R. Humphreys' 
ed. (London: Dent, 196^), p. 17; and G. H. Maynadier's ed. , 
in The Works of Henry Fielding (12 vols.; New Yorki The 
Jenson Society, 1907). X, 25« 
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Byron re-read Jonathan Wild: we shall see his additional 

use of the novel in the next chapter. 

In addition to using raaterial frora Fielding's 

works, Byron may have adapted a passage from a popular bio-

graphy of Fielding. The fourth canto of Don Juan was orig-

inally a part of Canto III; when the episode grew too long, 

Byron divided it into two cantos. He cheerfully adraitted 

what he was doingi 

I raust cut down 
(In copying) this long canto into two; 

They'll never find it out, unless I own 
The fact, . . . 

(III, 111; p. 182.) 

Fielding is reputed to have raade a sirailar stateraent during 

the perforraance of one of his playst 

On the first perforraance of Fielding's "Wedding-Day" 
Garrick, who was playing Millamour, had begged that 
a passage raight be oraitted to which he was afraid 
the audience would object. "No, d-ran 'era," replied 
the bard, "if the scene is not a good one let thera 
find that out." The passage was hissed and Garrick 
retired to the green-room in great distress; on 
being told what had happened Fielding reraarked "Ohl 
d-ran 'era, they have found it out have theyl"^5 

Fielding's "Let thera find that out" is not exactly the same 

as Byron's "They'll never find it out"; but the two state-

ments may be interpreted as having the sarae raeaning, and 

^^Edward Bensly, Notes and Queries. CLXXIII (Oct. 16, 
1937), 285. According to Bensly, the anecdote was related in 
Arthur Murphy's Essav on the Life and Genius of Henrv Field-
íngi Bensly also cites Miss G. M. Godden's Henrv Fielding. 
P. 1^1. 
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they are identical in iraplying a cavalier attitude toward 

the audience. 

Gulbevaz 

Don Juan's adventure with Gulbeyaz, the favorite 

wife of the Sultan, is a parody of the typical Oriental 

tale. Like Conrad in The Corsair. Don Juan is a captive in 

the Sultan's palace; but Conrad is captured while leading 

an attack against the Sultan, and Don Juan's arrival is 

much less heroic. The Sultana sees Juan in the slave raar-

ket and sends her eunuch, Baba, to purchase him. Upon 

arriving at the palace, Juan is dressed as a woman and 

smuggled into the harera. Having contrived to be alone with 

him, Gulbeyaz wastes little time in coming to the pointi 

she deraands that he becorae her lover. In The Corsair. 

Gulnare also falls in love with Conrad, but the context is 

vastly different. Gulnare risks her life to free Conrad, 

while Gulbeyaz intends to keep Don Juan as a kind of erotic 

plaything. In this episode, Juan's one heroic raoraent occurs 

when he stands up to Gulbeyaz, declaring that he cannot love 

on coramand. Even this scene loses sorae of its gravity when 

we recall the hero's incongruous attire. As Gulbeyaz is 

angrily raeditating sorae dire punishment for her slave's 

insolence, the Sultan's arrival is announced. Gulbeyaz' 

fury is immediately transformed into concern for her own 

safety, and Juan is hastily sent to join the Sultan's con-

cubines. Canto V ends at this point, and Byron did not 
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resume the story u n t i l s i x t een months l a t e r , in April of 

1822. 

In some respects, Cantos II-V of Don Juan parallel 

Books VII-IX of Tom Jones. although Byron does not follow 

Pielding as closely as he did in Canto I. In both stories, 

the heroes are forced to leave home, and they initially 

decide to go to sea, although Jones does not follow through 

on this resolution. Juan and Jones are both wounded, Juan 

by Lambro's pirate band, and Jones by Ensign Northerton. 

Both protagonists acquire male traveling companions. While 

he is recuperating frora his wound, Jones raeets the coraic 

Benjarain Partridge; and Juan meets the English soldier-of-

f ortune, Jack Johnson, who is also a captive in the slave 

market. Johnson does not closely parallel the character of 

Partridge, but the two are alike in at least two respects. 

In the first place, both have a cynical attitude toward 

marriage. Johnson declares that his first wife died, the 

second ran away, and he ran away frora the third (V, 19-20; 

pp. 223-2^). His tone echoes that of Partridgei 

"Was your raistress unkind, then?" says Jones. "Very 
unkind, indeed, sir," answered Partridge; "for she 
married me, and raade one of the raost confounded wives 
in the world. However, Heaven be praised, she's gone." 

(VIII, 9; iv, 100.) 

Since Johnson ran away frora his third wife, we raay suppose 

that she also "made one of the raost confounded wives in the 

world." In a slightly different context, Johnson also 

echoes Partridge's closing exclaraation, "Heaven be praised. 
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she's gone." Speaking of friends rather than wives, John-

son says, "By God's blessing, / [l] Have not been troubled 

with them lately" (V, 16; p. 222). Thus, Johnson echoes 

Partridge's raeaning in one statement and his diction in 

another. 

Though Johnson is predorainantly a serious charac-

ter, he shares a few of Partridge's coraic features. On the 

other hand, Partridge shares one serious function with John-

soni both characters have moderating influences upon their 

younger and rasher companions. After they have both been 

purchased by Baba, Don Juan suggests to Johnson that they 

could easily escape frora hira. The practical Johnson replies 

that they would surely be retaken and punished, and that 

they might as well get a good raeal before atterapting to 

escape (V, ^3-4^, pp. 230-31). Sirailarly, Partridge tries 

to dissuade Tora Jones frora a reckless act. Jones declares, 

"My chief end and desire is a glorious death in the service 

of my king and country." Partridge answers himt 

Nay, now my presence appears absolutely necessary 
to take care of you, since your intentions are so 
desperate; for I promise you my views are much more 
prudent; as you are resolved to fall in battle if 
you can, so I am resolved as firraly to corae to no 
hurt if I can help it. 

(VIII, ix; IV, 101.) 

Unlike the lovelorn Jones, Juan has no desire to be killedi 

but both younger men wish to follow a dangerous course of 

action, and both of the older characters suggest a more 

cautious plan. 
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In addition to this possible use of a situation in 

Tom Jones. Byron himself suggests a parallel between Canto V 

and Josenh Andrews. Describing Gulbeyaz' anger at Don Juan, 

Byron sayst 

Remember, or (if you can not) imagine, 
Yel who have kept your chastity when young, 

While sorae raore desperate dowager has been waging 
Love with you, and been in the dog-days stung 

By your refusal, recollect her ragingl 
Or recollect all that was said or sung 

On such a subject; then suppose the face 
Of a young downright beauty in this casel 

Suppose,—but you already have supposed, 
The spouse of Potiphar, the Lady Booby, 

Phaedra, and all which story has disclosed 
Of good examples; . . . 

(V, 130-31; p. 25^.) 

Thus, Byron suggests as precedents real life, the Bible, 

classical literature, and Fielding. In regard to the lat-

ter source, it may be recalled that Joseph Andrews is the 

footman of Lady Booby and is disraissed frora her service when 

he resists an atterapt at seduction. Don Juan's situation is 

generally similar, in that a young man resists the atten-

tions of an araorous older woraan. But Don Juan is not really 

like Joseph Andrews, for he has not kept his "chastity when 

young." Even though Gulbeyaz is a few years older than Don 

Juan, she is not really like Lady Booby. The latter is 

considerably older than Joseph Andrews, but Gulbeyaz can 

still be described as "a young downright beauty." Por 
these reasons, the parallels exarained in previous pages are 

more significant than the one Byron chose to point out here. 
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Fielding clearly had sorae influence upon the char-

acters and situations in this episode of Don Juan. but the 

Gulbeyaz adventure is mainly a parady of Byron's own ro-

mances. Johnson is a bit like Partridge, but he is raore 

like Mazeppa. Don Juan is soraewhat like Joseph Andrews, but 

he is raore obviously a parody of the Gorsair, Conrad. And 

if Gulbeyaz' situation parallels those of Potiphar's wife, 

Lady Booby, and Phaedra, she is still raore like The Corsair's 

Gulnare than she is like any of these three ladies. 

In the entire Harem episode, Byron's most striking 

use of an idea from Fielding may occur in his allusion to 

the Sultan's many sons. Because he fears a palace coup, 

the Sultan imprisons all of his male offspring. Any who 

show signs of becoming dangerous are strangled, but one of 

the survivors will eventually succeed to the throne. Byron 

saysi 

Meantirae the education they went through 
Was princely, as the proofs have always shown; 

So that the heir apparent still was found 
No less deserving to be hanged than crowned. 

(V, 153î P. 261.) 

Here, we find another of Byron's outstanding couplets. The 

effect is Byron's own, though the idea is borrowed from 

Jonathan Wild. In that novel, Fielding describes hanging 

as "the last and noblest act of greatness by which any hero 

can signalize himself"; he refers to it again as "a com-

Pletion of greatness which is heartily to be wished to every 

great man" and as "the proper catastrophe of a great man" 
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(IV, xiv; I I , 197» 199). These passages c lear ly suggest the 

idea of a great man as "No l e s s deserving to be hanged than 

crowned." 

Conclusion 

Fielding certainly had sorae influence upon these 

cantos of Don Juan. for Byron has included two explicit 

allusions to him. We have already seen one of these in the 

reference to Lady Booby, a chief character in Fielding's 

Josenh Andrews. In another passage, Byron names Fielding 

as one of four models for tone and theme. Noting that some 

readers have objected to the supposed imraorality of Cantos 

I and II, Byron says that he will 

therefore leave thera to the purer page 
Of Sraollett, Prior, Ariosto, Fielding, 

Who say strange things for so correct an age. 
(IV, 98; p. 210.) 

In effect, Byron is saying that he has written nothing which 

is without precedent in the works of these four great 

writers. We have just seen sorae of these precedents in the 

work of Fielding; perhaps future coraraentators will study 

the influences of Sraollett, Prior, and Ariosto. 



CHAPTER VI 

THE VISION OF JUDGMENT AND THE 

LATER CANTOS OF DON JUAN 

The present chapter covers the period frora Septem-

ber of 1821 to May of 1823. Although Byron began The Vision 

of Judgraent several raonths earlier, he started working on it 

in earnest about Septeraber 11, 1821, corapleting it on 

October ^. He resuraed Don Juan the following spring, 

concluding the harera episode (Canto VI) by May of 1822. 

The Siege of Ismail (VII-VIII) and the Russian (IX) epi-

sodes were written during the suraraer. The "English Cantos" 

(X-XVI) were coraposed frora Septeraber of 1822 through May 

of 1823. On May 8, 1823, Byron added fourteen stanzas of 

Canto XVII, but the poera breaks off at that point. When 

Byron left Italy to take part in the Greek Revolution, his 

literary career was effectively over. He wrote a few 

lyrics in Greece, but he coraposed no raajor work, and he 

^The Works of Lord Bvront Poetrv. ed. by Ernest 
Hartley Coleridge (7 vols.; Londoni John Murrav, I898-
190^; rpt. New Yorkt Octagon Books, Inc, I966), IV, 
7̂8 (hereafter referred to as Poetrv). 
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added nothing more to Don Juan. Byron died of raalaria 

(and frora the incorapetence of his doctors) at Missolonghi, 

Greece, on April 19» 182^.-^ 

In The Vision of Judgraent. Byron produced a humor-

ous satire of political incorapetence and corruption, sim-

ultaneously gaining the advantage in his continuing feud 

with Robert Southey. In the "War Cantos" of Don Juan. Byron 

hit upon the sarae theraes; but, in this description of the 

Russian Siege of Israail, huraor is supplanted by a vivid 

description of the horrors of warfare. These two coraposi-

tions were influenced by Fielding's satirical works, 

Jonathan Wild and A Vovage from This World to the Next. In 

the "English Cantos," Don Juan journeys frora Petersburg to 

London as a special emissary of Catherine the Great. He 

becomes, like Byron in 1812, a sought-after guest at fash-

ionable social events and is invited to the country estate 

of Lord Henry Araundeville. Byron was preparing a series of 

complicated amorous entanglements for his protagonist, when 

he put the poera aside for the last tirae. In these cantos, 

Byron drew upon his own experiences in London society, bor-

T̂ruraan G. Steffan and Willis W. Pratt, eds., Byron'g 
D̂on Jnan." Vol. I: The Making of a Masterniece. by Truraan G. 
Steffan; Vols. II-III: A Variorum Edition; Vol. IV: Notes pn 
the Variorura Edition. by Willis W. Pratt (4 vols.; Austini 
University of Texas Press, 1957), 1» 306-310 (hereafter re-
ferred to as Steffan and Pratt). 

^Leslie A. Marchand, Rvron: A Biogranhv (3 vols.i 
New Yorkt Alfred A. Knopf, 1957). m . 1211ff. 
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rowing supplementary ideas frora Tora J o n e s . Josenh Andrews. 

and Jonathan Wild. 

Fielding's "Journev" and Bvron's "Vision" 

While he was coraposing The Vision of Judgraent. Byron 

anticipatedi 

, , . that sorae readers raay object, in these objec-
tionable tiraes, to the freedora with which saints, 
angels, and spiritual persons discourse in this Vision. 
But, for precedents upon such points, I raust refer him 
fsicl to Fielding's Journev frora This World to the Next. 
and to the Visions of . . . Quevedo, in Spanish or 
translated. . . . The whole action passes on the outside 
of heaven; and Chaucer's Wjfe of Bath. Pulci's Morgante 
Maggiore. Swift's Tale of a Tub. and the other works 
above referred to, are cases in point of the freedom 
with which saints, etc, raay be permitted to converse 
in works not intended to be serious.^ 

Thus Byron pointed out his sources for the benefit of 

future comraentators. 

In addition to providing a precedent for tone and 

setting, Fielding's Journev from This World to the Next is 

a possible source for three significant passages in Tj e. 

Vision of Judgraent. In the first of these passages, Byron 

conderans war and darans both Napoleon and Wellington. 

According to Byron, the Recording Angel needs eighteen clerks 

to keep up with the earth's "vice and woe"i 

This was a handsorae board—at least for Heaven; 
And yet they had even then enough to do, 

So raany Conquerors' cars were daily driven, 
So raany kingdoras fitted up anew; 

Each day, too, slew its thousands six or seven, 
Till at the crowning carnage, Waterloo, 

^Pref. to The Vision of Jndgraent; ToeXyy, IV, ̂ 83-84. 
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They threw their pens down in divine disgust— 
The page was so besmeared with blood and dust. 

This by the way; 'tis not raine to record 
What Angels shrink from: even the very Devil 

On this occasion his own work abhorred, 
So surfeited with the infernal reveli 

Though he hiraself had sharpened every sword, 
It alraost quenched his innate thirst of evil. 

(Here Satan's sole good work deserves insertion— 
•Tis, that he has both Generals in reversion.) 

(Sts. 5-6, p. kSQ.y 

In his Journev frora This World to the Next. Fielding 

avoids Christian raythology. He introduces Minos as judge of 

the dead, and he adopts reincarnation in lieu of Purgatory. 

Despite these differences, Fielding gave Byron a precedent 

for the conderanation of railitary heroesi 

A great nuraber of spirits now came forwards, who 
all declared . . . that they had been slain in the 
service of their country. Minos was going to admit 
thera, but had the curiosity to ask who had been the 
invader, . . . The captain answered, they had been 
the invaders'theraselves, that they had entered the 
eneraies' country, and burnt and plundered several 
cities. . . . "You are brave fellows, indeed," said 
Minos, "but be pleased to face about, and obey ray 
coraraand for once, in returning back to the other 
world: for what should such fellows as you do, 
where there are no cities to be burnt, nor people 
to be destroyed? But let rae advise you to have a 
stricter regard to truth for the future, and not 
call the depopulating other countries the service 
of your own." ,6 

(I, vii; II, 2^3.) 

^All quo ta t i ons frora The Vision of Judgraent are 
taken frora Poe t rv . Vol. IV. 

In the p a r e n t h e t i c a l docuraentation of quotat ions 
from F i e l d i n g , the f i r s t p a i r of nurabers i d e n t i f i e s book and 
chapter or a c t and scene , as the case raay be; the second pa i r 
of nurabers i d e n t i f i e s volurae and page in The Complete WorKs 
5f Henry F i e l d i n g . Esa . . ed. by Williara E. Henley, e t a l . (16 
vols . ; New York: Crosscup and S t e r l i n g , 1903î r p t . New Yorki 
Barnes & Noble, I n c , I967) ; he rea f t e r r e fe r red to as WprKg* 
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Judge Minos' conderanation of the plundering of cities and 

the destruction of lives is paralleled in Byron's stanzas by 

the angels' disgust with "Conquerors' cars" and the slaying 

of "thousands six or seven." There is one significant dif-

ference between the two passages. Byron's daranation of 

"both Generals" implies that the private soldiers are not 

to blarae, but Fielding conderans both officers and enlisted 

men in the invading army. This difference does not indicate 

any great disagreement between Byron and Fielding, for in 

Don Juan Byron clearly opposes wars of conquest, while 

justifying the defense of one's home. 

Byron's characterization of King George III also 

owes soraething to Fielding. Byron says that the King was, 

"although no tyrant, one / Who shielded tyrants" (St. 8, 

p. ̂ 89); he has an angel say of the King: "He did as doth 

the puppet—by its wire" (St. 22, p. ^9^). Seeking custody 

of the King's soul, Satan declares to Michaeli 

'Tis true, he was a tool frora first to last 
(I have the workmen safe); but as a tool 

So let hira be consuraed. 
(st. 4^, p. 501.) 

Satan calls the spirit of John Wilkes as a witness against 

the King, but Wilkes refuses to testify against his former 

enemy, stating that King George was 

Foolish, no doubt, and wicked, to oppress 
A poor unlucky devil without a shillingi 

But then I blarae the raan hiraself rauch less 
Than Bute and Grafton, and shall be unwilling 

To see hira punished here for their excess, 
Since they were both daraned long ago. 

(st. 71. p. 510.) 
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Thus, Byron characterizes King George as "no tyrant," but 

"a tool" or "puppet" of corrupt rainisters. 

In Fielding's Journev. the souls of the unborn draw 

lots to determine their future stations in life; they then 

elect to follow one of two pathst the road to greatness 

or the road to goodness. A spirit destined to becorae a king 

is reviled by his fellows, but he answers thera as follows: 

"I shall always endeavor the ease, the happiness, 
and the glory of ray people, being confident that, by 
so doing, I take the raost certain raethod of procuring 
thera all to rayself."—He then struck directly into 
the road of goodness, and received such a shout of 
applause, as I never reraeraber to have heard equaled. 

He was gone a little way, when a spirit liraped 
after hira, swearing he would fetch hira back. This 
spirit, I was presently inforraed, was one who had 
drawn the lot of his prirae rainister. 

( I , v; I I , 237.) 

F ie ld ing ' s d e s c r i p t i o n of a king with good i n t e n t i o n s , but 

sure to be raisled by h i s prirae rainister, provided a prece-

dent for Byron's c h a r a c t e r i z a t i o n , coraposed sorae eighty 

years l a t e r . Though F ie ld ing could not have known i t , h is 

passage could be taken as a prophecy of the sarae career 

that Byron was ana lyz ing . 

Byron's c l o s e s t echo of a passage frora Fie ld ing 

occurs in the c h a r a c t e r i z a t i o n of Robert Southey. Since 

Byron was parodying Southey 's Vision of Judgraent. he found 

i t e f fec t ive to in t roduce the poet l au rea t e in to h i s na r ra -

t ive. As Satan and Michael a re hearing witnesses aga ins t 

King George, one of the F a l l e n Angels sp ies the poet l a u r e -

ate l abor ing over h i s Vis ion. The demon promptly c a r r i e s 



238 

Southey to the threshold of Heaven to give his testimony 

concerning the Kingt 

Now the bard, glad to get an audience, which 
By no means often was his case below, 

Began to cough, and hawk, and hera, and pitch 
His voice into that awful note of woe 

To all unhappy hearers within reach 
Of poets when the tide of rhyrae's in flowi 

But stuck fast with his first hexaraeter, 
Not one of all whose gouty feet would stir. 

But ere the spavined dactyls could be spurred 
Into recitative, in great disraay 

Both Cherubira and Seraphira were heard 
To raurraur loudly through their long array; 

And Michael rose ere he could get a word 
Of all his foundered verses under way, 

And cried, "For God's sake stop, ray friendl 'twere best— 
'Non Di. non homines'—you know the rest." 

(Sts. 90-91, p. 518.) 

As E. H. Coleridge points out, these stanzas are quite 

similar to Fielding's description of a poet attempting to 

enter Elysiumi 

A spirit . . . told the judge he believed his works 
would speak for him. "What works?" answered Minos. 
"ray dramatic works," replied the other, "which have 
done so rauch good in recomraending virtue and punish-
ing vice."—"Very well," said the judge, "if you 
please to stand by, the first person who passes the 
gate, by your raeans, shall carry you in with hira: 
but if you will take ray advice, I think, for expedition 
sake, you had better return, and live another life upon 
earth." . . . The poet answered, he believed, if Minos 
had read his works, he would set a higher value on them. 
He was then beginning to repeat, but Minos pushed him 
forward, and turning his back to him, applied himself 
to the next passenger. 

(I, vii; II, 2^1-42.) 

Byron and Fielding both criticize the works of their 

Poets, though their objections are somewhat different. Byron 

"^Poetrv. IV, 518-I9f n. 
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condemns Southey's poetry on artistic grounds, alluding to 

the "gouty feet" and "spavined dactyls" of his hexameters. 

Fielding seems to criticize the poet for overestimating the 

moral effect of his works; however, Minos' disinclination to 

listen to excerpts also implies an artistic objection. In 

both passages, the poets are portrayed as being eager to 

recite their own works. Byron's Southey is "glad to get an 

audience" and begins "to cough, and hawk, and hera," thus 

paralleling Fielding's poet, who "was then beginning to 

repeat." Finally, both spiritual auditors react in the same 

manner to the threat of a poetry recital. Byron's Michael 

cuts Southey off with the exclamation "For God's sake stopl" 

and Fielding's Minos "pushed hira forward . . . turning his 

back to him." 

These passages show that Fielding had a probable 

influence on three topics in The Vision of Judgraenti the 

conderanation of warf are, the characterization of the King as 

misguided rather than evil, and the portrayal of a conceited 

poet. Of course, raany passages were not influenced by 

Pielding. In his Preface, Byron listed five precedents for 

his poera, but with Quevedo, Chaucer, Pulci, and Swift, 

Fielding was in good company. 

"Jonathan Wild" and The Siege of Israail 

In Chapter V, it was noted that Byron gained inter-

est in Fielding's themes as he lost interest in Fielding's 

Diethods of characterization. This trend becoraes most 
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noticeable in the reflective stanzas interspersed throughout 

Cantos VII and VIII. Before he began these "War Cantos," 

Byron reexarained sorae of Fielding's satirical writings and 

was irapressed with their continued relevancei 

I have lately been reading Fielding over again. 
They talk of Radicalisra, Jacobinisra, etc, in Eng-
land (I ara told) , but they should turn over the pages 
of "Jonathan Wild the Great." The inequality of 
conditions, and the littleness of the great, were 
never set forth in stronger terras; and his conterapt 
for Conquerers and the like is such, that, had he 
lived now, he would have been denounced in "the 
Courier" as the grand Mouthpiece and Factionary of 
the revolutionists. And yet I never recollect to 
have heard this turn of Fielding's mind noticed, 
though it is obvious in every page.° 

Elizabeth F. Boyd points out that Fielding's poem "Of True 

Greatness" is "alraost a rainiature, a text, of Byron's Siege 
Q 

of Israail."^ The word "rainiature" is significant, for the 

relevant passage is little raore than a page in length; but 

Fielding outlines raost of the horrors which Byron develops 

in detail. Boyd also suggests Jonathan Wild. A Journev frora 

This World to the Next. "An Essay on Nothing," and Field-

ing's iraitations of Lucian's Dialogues as sources for 

Cantos VII and VIII.^° 

^"Detached Thoughts," no. 116 [NOV. 5 or 6, 1821], 
in The Works of Lord Bvron: Letters and Journals. ed. by 
R. E. Prothero (6 vols.; London: John Murray, I898-I9OI1 
rpt, New York: Octagon Books, Inc., I966), V, ̂ 65. 

^lizabeth F. Boyd, Bvron's "Don Juan": A Critical 
Study (New Brunswick, N.J.: Rutgers University Press, 19^5; 
rpt. New York: The Huraanities Press, 1958), pp. 14^-^5. 

^^lbid., pp. 1^5-56. 
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To the present writer, Jonathan Wild seeras the raost 

important of the sources naraed by Boyd; this view is rein-

forced by Byron's own statement, in which Jonathan Wild is 

the only work mentioned by name. In this novel, Fielding's 

objective is a satiric definition and exeraplification of 

the concept of greatness. He begins by denying the sup-

posed relationship between greatness and goodness, which 

are, in reality, antithetical qualitiesi 

We raust endeavor to reraove sorae errors of opinion 
which raankind have, by the disingenuity of writers, 
contracted [,] for these . . . have endeavored, as 
rauch as possible, to confound the ideas of greatness 
and goodness; whereas no two things can possibly be 
raore distinct frora each other, for greatness consists 
in bringing all raanner of mischief on raankind, and 
goodness in removing it frora thera. It seeras there-
fore very unlikely that the sarae person should possess 
thera both; and yet nothing is raore usual with writers, 
who find raany instances of greatness in their favorite 
hero, than to raake hira a corapliment of goodness into 
the bargain; and this, without considering that by 
such raeans they destroy the great perfection called 
uniformity of character. In the histories of Alexander 
and Caesar we are frequently, and indeed irapertinently, 
rerainded of their benevolence and generosity, of their 
cleraency and kindness. When the former had with fire 
and sword overrun a vast erapire, had destroyed the 
lives of an iramense number of innocent wretches, had 
scattered ruin and desolation like a whirlwind, we^ 
are told, as an exaraple of his cleraency, that he did 
not cut the throat of an old woraan, and ravish her 
daughters, but was content with only undoing thera. 

( I , i ; I I , 2-3.) 

Fielding fol lows t h i s passage with a s i ra i la r exaraple of the 

"cleraency and k indness" of Caesar; he then concludes as 

followsI 

Now, who doth not see that such sneaking qualities 
as these are rather to be bewailed as iraperfections 
than adraired as ornaraents in these great raen; rather 
obscuring their glory, and holding thera back in their 
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race to greatness, indeed unworthy the end for which 
they seem to have corae into the world, vizi of per-
petrating vast and raighty raischief? 

We hope our reader will have reason justly to 
acquit us of any such confounding ideas in the follow-
ing pages, in which, as we are to record the actions 
of a great raan, so we have nowhere raentioned any 
spark of goodness which had discovered itself either 
faintly in hira, or raore glaringly in any other person, 
but as a raeanness and iraperfection, disqualifying them 
for undertakings which lead to honor and esteera among 
men. 

(I, i; II, 3-^.) 

In Byron's description of the Siege of Israail, 

several outstanding stanzas have their probable source in 

the above passages frora Fielding. For exaraple, Byron por-

trays the Russian general, Suwarrow, as feeling pity for 

a horaeless woraan; the poet adds: 

for however Habit sears 
Men's hearts against whole raillions, when théir trade 

Is butchery, soraetimes a single sorrow 
Will touch even heroes. t̂ 

(VII, 69; p. 235.) 

Although Suwarrow can "soraetiraes" feel "a single sorrow," 

Byron rerainds us that his "trade / Is butchery." Thus, 

Byron follows Fielding's characterization of Alexander and 

Caesar, in which an occasional "spark of goodness" is no 

more than "a raeanness and iraperfection" in otherwise heroic 
characters. 

The Russian siege is successful; Israail's defenders 

are slaughtered, and the city sacked. Byron's narrative 

reaches its cliraax in these stanzasi 

Vol. VI. 
^^All quotations from Don Juan are taken from Poel̂ ry, 
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All that the raind would shrink frora of excesses— 
All that the body perpetrates of bad; 

All that we read—hear—dreara, of raan's distresses— 
All that the Devil would do if run stark raad; 

All that defies the worst which pen expresses,— 
All by which Hell is peopled, or as sad 

As hell—mere raortals who their power abuse— 
Was here (as heretofore and since) let loose. 

If here and there sorae transient trait of pity 
Was shown, and sorae raore noble heart broke through 

Its bloody bond, and saved, perhaps, sorae pretty 
Child, or an aged, helpless raan or two— 

What's this in one annihilated city, 
Where thousand loves, and ties, and duties grew? <, ̂  

(VIII, 123-2^; p. 367.) 

Byron's purpose is to portray the brutality of war as force-

fully as he can. His stateraent is all the raore effective 

for conceding and then disraissing as negligible the 

"transient trait of pity." If a few helpless inhabitants 

are spared, "what's this in one annihilated city?" This 

passage is an effective variation on Fielding's stateraent 

about Alexander the Great: "He did not cut the throat of 

an old woraan, and ravish her daughters, but was content with 

only undoing thera." In both cases, the conqueror's supposed 

clemency is a grotesque parody of true goodness. 

The stanzas just cited differ frora Fielding's model 

in one iraportant respect. Byron's conderanation of railitary 

glory is entirely serious and straightforward: war "defies 

the worst which pen expresses." By contrast, Fielding raakes 

his point ironically. Like Swift in "A Modest Proposal," 

Pielding conderans while professing to admire. Thus, kind-

^^ln Coleridge's edition, this page is incorrectly 
numbered "267." 
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ness and c h a r i t y a r e " sneak ing q u a l i t i e s . . . t o be b e -

wailed a s i m p e r f e c t i o n s " i n a g r e a t man. In a subsequent 

s t a n z a , Byron does adop t t h i s i r o n i c approachi 

In one t h i n g n e ' e r t h e l e s s ' t i s f i t t o p r a i s e 
The Russ i an army upon t h i s o c c a s i o n , 

A v i r t u e rauch i n f a s h i o n now-a-days , 
And t h e r e f o r e worthy of coraraeraorationi 

The t o p i c ' s s l e n d e r , so s h a l l be ray ph rase— 
Perhaps t he s e a s o n ' s c h i l l , and t h e i r long s t a t i o n 

In W i n t e r ' s d e p t h , or want of r e s t and v i c t u a l , 
Had made them c h a ' s t e ; — t h e y r a v i s h e d very l i t t l e . 

(VIII, 128; p. 368.) 

Fielding states that Alexander has been praised because he 

abstained frora ravishing an old woraan's daughters, and Byron 

chooses to celebrate the sarae "virtue" in the Russian army. 

Here, Byron's tone is, like Fielding's, ironic. Furthermore, 

Byron's assertion that praising the Russian army is "much in 

fashion now-a-days" echoes Fielding's observation that wri-

ters "have endeavored, as much as possible, to confound the 

ideas of greatness and goodness." The Russian army may be 

"great"; but, as for its goodness, "the topic's slender." 

In Jonathan Wild. Fielding's distinction between 

greatness and goodness is followed by this définitioni 

"Greatness consists in bringing all raanner of raischief on 

mankind" (I, i, II, 3). The sarae concept is developed in 

Fielding's poera, "Of True Greatness," where raan achieves honor 

by climbing "o'er heaps of murder'd men," and "the hero's 

«13 
glory" i s r e p r e s e n t e d by "ravaged f i e l d s and burn ing towns. 

\ o r k s , X I I , 251 . Th is passage was c a l l e d t o my 
a t t e n t i o n by Boyd, pp . 144-45 ; however, Boyd does n o t com-
Pare i t t o s p e c i f i c l i n e s i n Don Juan . 

file:///orks
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Thus, Fielding clearly equates glory with murder and de-

struction. Byron echoes this concept throughout Cantos VII 

and VIII. His subject concerns "what story / Soraetiraes calls 

'Murder,' and at others 'Glory'" (VII, 26; p. 310). He de-

scribes the Russian general and court favorite Potemkin as 

"a great thing in days / When homicide and harlotry made 

great" (VII, 37; p. 314). Portraying the sack of Ismail, 

Byron alludes to "Glory gaping o'er a sea of Slaughter" 

(VII, 50; p. 319); and he describes "Glory's dreara" as con-

sisting of "blood and thunderl and oh, blood and woundsl " 

(VIII, 1; p. 330). 

Despite their bitter cynicisra, Byron and Fielding 

see a genuinely adrairable glory in a few historical figures. 

Fielding writesi 

Not on such wings to farae did Churchill soar, 
For Europe, while defensive arras he bore; 
Whose conquests, cheap at all the blood they cost, 
Saved raillions by each noble life they lost. 

Oh, name augustl in capitals of gold, 
In farae's eternal chronicle enroll'dl 
Where Caesar, viewing thee, asharaed withdraws, 
And owns thee greater in a greater cause. 
Thee, frora the lowest depth of tirae, on high 
Blazing, shall late posterity descry; 
And own the purchase of thy glorious pains.. 
While Liberty, or while her narae., remáins.-'-̂  

In sirailar fashion, Byron celebrates the careers of George 

Washington and the Spartan King Leonidasi 

Whose every battle-field is holy ground, 
Which breathes of nations saved, not worlds undone. 

14«Q^ True Greatness," Works, XII, 252. Fielding 
refers, of course, to the first Duke of Marlborough. 

L 
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How sweetly on the ear such echoes soundl 
While the raere victor's raay appal or stun 

The servile and the vain—such naraes will be 
A watchword till the Future shall be free. 

(VIII, 5, p. 331.) 

Byron's phrase, "nations saved," echoes Fielding's assertion 

that Churchill "saved raillions." Byron corapares his heroes 

to the "raere victor," while Fielding states that Churchill 

was greater than Caesar. Byron's stateraent that "such naraes 

will be / A watchword" parallels Fielding's "Oh, narae augustl 

. . . / In farae's eternal chronicle." Most iraportant, both 

authors specify liberty as the only cause which justifies 

going to war. Thus, Byron echoes the content and organiza-

tion of Fielding's passage. Byron's passage also occurs in 

the sarae context as Fielding'st after a conderanation of 

wars of conquest. 

In addition to asserting that greatness is inconsis-

tent with goodness, Fielding states in Jonathan Wild that 

greatness and arabition are seldora corapatible with happinessi 

If thou hadst aniraadverted, not only on the raany 
perils to which great raen are daily liable while 
they are in their progress, but hadst discerned, as 
it were through a raicroscope (for it is invisible to 
the naked eye), that dirainutive speck of happiness 
which they attain even in the consuraraation of their 
wishes, thou wouldst laraent with rae the unhappy fate 
of these great raen, on whora nature hath set so superior 
a raark, that the rest of raankind are born for their 
use and eraoluraent only and be apt to cry out, "It is 
a pity that THOSE for whose pleasure and profit man-
kind are to labor and sweat, to be hacked and hewed, 
to be pillaged, plundered, and every way destroyed, 
should reap so LITTLE advantage from all the miseries 
they occasion to others." . , , 

(I, xivi II, 46.) 



247 

While Byron was coraposing his "War Cantos," he re-

ceived news of the deaths of two great raen; he could hardly 

fail to associate these events with Fielding's stateraent on 

greatness and happiness. In his Preface to Gantos VI-VIII, 

Byron alluded to the suicide of the British Foreign 

Minister, Castlereighi 

It may at least serve as sorae consolation to the 
nations, that their oppressors are not happy, and 
in sorae instances judge so justly of their own 
actions as to anticipate the sentence of raankind,^ 

The death of Napoleon also gave Byron cause for reflectioni 

I ara neither Alexander nor Hephaestion, 
Nor ever had for abstract farae rauch passion; 

But would rauch rather have a sound digestion 
Than Buonaparte's cancer:—could I dash on 

Through fifty victories to sharae or farae— 
Without a stomach what were a good name? 

A peasant's sweat is worth his lord's estatei 
Let this one toil for bread--that rack for rent, 
He who sleeps best raay be the most content. 

(IX, 14-15; p. 378.) 

Napoleon had once conquered raost of Europe, but he died of 

cancer, exiled on a lonely island in the South Atlantic. 

Castlereigh had been a powerful figure in the Governraent 

which had defeated Napoleon and subsequently enforced the 

peace through a despotic "Holy Alliance"; after these tri-

umphs, he killed hiraself. Byron could agree with Fielding 

that the bloody victories of the general and the despotism 

of the minister had brought thera no raore than a "dirainutive 

speck of happiness," which was "invisible to the naked eye." 

^^Poetrv. VI, 266. 
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In his reflections on warfare and political corrup-

tion, Byron was strongly influenced by Fielding. He also 

believed, with Fielding, in an author's raoral obligation to 

concern hiraself with the truth of life and huraan nature. In 

Tom Jones. Fielding wrotei "It is my business to relate 

matters of fact with veracity" (IX, v; IV, I78). Fielding's 

statement is partially huraorous, for it relates to Mrs. 

Waters' seduction of Tora Jones. Nonetheless, the quotation 

accurately represents Fielding's concern for the raoral of 

his story. Byron also valued factual accuracyi 

But then the fact's a fact--and 't is the part 
Of a true poet to escape frora fiction 

Whene'er he can; for there is little art 
In leaving verse raore free frora the restriction 

Of Truth than prose. 

(VIII, 86; pp. -356-57.) 

Byron's last clause raakes his statement a corollary of 

Fielding's: "veracity" is the "business" of a poet as well 

as of a prose writer. 

Byron and Fielding both specify the enlightenment 

of posterity as a raajor reason for recording the truth about 

their respective eras. Describing the unraerited poverty of 

the lower orders of the clergy, Fielding says in Tom Jonegi 

"It is to be hoped such instances will, in future ages, . . 

appear stranger than they can be thought at present" (IV, 

xiv, n. ; III, 201). Byron echoes this stateraent after a 

peroration against despotic raonarchsi 
And as, in the great joy of your Millennium, 

You hardly will believe such things were true 
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As now occur, I thought that I would pen you 'em; 
But may their very memory perish tool 

(VIII. 136; p. 371.) 

Both writers hope that the abuses of their own ages will 

appear strange in sorae happier future era. Iraplied is the 

possibility that the authors can help bring about future 

reforras by revealing these abuses. 

Fielding was a precedent for Byron's stateraents 

about narrative technique, as well as for his stateraents of 

purpose. In Tora Jones. Fielding reduced digression to a 

regular systera by including an introductory essay as the 
« 

first chapter of each book. Fielding defended this system 

on the grounds of varietyi 

Contrast . . . runs through all the works of the 
creation, and raay probably have a large share in 
constituting in us the idea of all beauty, as well 
natural as artificial: for what deraonstrates the 
beauty and excellence of anything but its reverse? 

(V, i; III, 207.) 

Fielding gives exaraples of contrast in nature and in society. 

He asserts that the pantorairae deliberately begins with "the 

worst and dullest" scenes "in order to contrast the coraic 

part of the entertainraent" (V, i; III, 208). He concludesi 

To say the truth, these soporific parts are so raany 
scenes of serious artfully interwoven, in order to 
contrast and set off the rest; and this is the true 
raeaning of a late facetious writer, who told the pub-
lic that whenever he was dull they raight be assured 
there was a design in it. 

(V, i; III, 209.) 

Like Fielding, Byron considers variety to be a virtuei 

For checkered as is seen our huraan lot 
With good, and bad, and worse, alike prolific 
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Of raelancholy raerriraent, t o quote 
Too rauch of one s o r t would be s o p o r i f i c . 

(VIII, 89; p. 357.) 

Byron's use of the term "soporific" could well be an echo of 

Fielding. The latter professes to include "soporific" pas-

sages in order to eraphasize by contrast the huraorous scenes, 

while Byron says that he includes contrasting incidents to 

avoid being "soporific." Despite this apparent difference, 

the two passages have the sarae raeaning, for both justify the 

use of diversified materials. 

In regard to purpose and technique, Byron and Field-

ing express identical viewpoints. Both assert the author's 

responsibility to erabody truth in his writings. Both look 

to a happier future, with the iraplications that their own 

efforts raay help bring it to pass. And both eraploy a 

variety of tones and techniques to make their writings raore 

effective. 

The "English Cantos" of "Don Juan" 

While Byron was composing the last cantos of Don 

Juan. he was certainly thinking about Fielding's great 

novels; in a nuraber of passages, he openly invites corapari-

sons to Fielding's work. Nonetheless, it would be easy to 

overeraphasize Fielding's influence on Don Juan's adventures 

in England. Byron was (and still is) the only great English 

poet to have inherited an aristocratic title; as such, he 

was uniquely qualified to portray the life of the British 

aristocracy. He certainly learned rauch frora Fielding's 
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literary techniques, but neither Fielding, Sraollett, Sterne, 

Pope, nor any other raajor writer could teach him anything 

about his subject matter. 

Fielding did influence the "English Cantos." In 

Don Juan's journey from Russia to England and in his encoun-

ter with an English highwayman, Byron borrowed ideas from 

Tom Jones. As in previous cantos, Byron iraitated aspects 

of Fielding's style and diction. But in the last cantos of 

Don Juan. Fielding's greatest influence was raore general and 

indirect. Byron's allusions to Tora Jones and Josenh Andrews 

show that Fielding was his standard of excellence for a 

narrative about English society. If possible, Byron wanted 

to equal Fielding's achieveraent without directly iraitating 

it. 

Canto X of Don Juan functionally parallels Book XII 

of Tora Jones. In the forraer case, Don Juan travels from 

Russia to England; in the latter, Tom Jones completes the 

final stages of his journey to London. Byron's narration 

is like Fielding's in two respects. Both authors invite 

the reader to travel with thera vicariously. Byron writesi 

For one or two days, reader, we request 
You'll raount with our young hero the conveyance 

Which wafted hira frora Petersburgh. 
(X, 49; p. 414.) 

Similarly, Fielding saysi "Jones now travelled post; we 

will follow hira, therefore, according to our custom, . . . 

in the sarae raanner" (XII, xiii; V, 21). Fielding's phrase 

"in the same raanner" suggest the second parallel between 
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his style and Byron's. Both use a catalogue of place names 

to create the impression of a rapid journey. Byron allots 

two stanzas for Juan's progress through Poland, one stanza 

for Prussia, two for the rest of Gerraany, and one stanza for 

Holland. "They journeyed on through Poland and through 

Warsaw," "Frora Poland they carae on through Prussia," "And 

thence through Berlin, Dresden, and the like." Juan rapidly 

passes through Mannheim, Bonn, Cologne, and on into Holland 

(X, 58-63; pp. 417-19). When Tora Jones first leaves Squire 

Allworthy's estate, his progress is quite slow; but by the 

end of Book XII, the pace speeds up considerably: "From 

Coventry he arrived at Daventry, frora Daventry at Stratford, 

and frora Stratford at Dunstable" (XII, xiii; V, 21). Like 

many real-life tourists, the narrators have become tired of 

their journey. Unlike the real tourist, they are able to 

telescope the reraainder of their journey into a brief span 

of time. 

On the outskirts of London, Tora Jones and Don Juan 

have sirailar adventures. Jones and his corapanion Partridge 

are accosted by a highwayraan, but Jones wrestles the raan's 

gun away frora hira. The supposed robber then tells Jones 

that he is an honest raan driven to crirae by dire poverty; he 

supports his story by showing Jones that his gun is unloaded. 

Taking pity on hira, Jones gives hira raoney and sets hira free 

(XII, xiv; V, 27-29). Don Juan also raeets a highwayman, but 

Byron concludes his scene differentlyi Juan pulls a pistol 
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from his pocket and kills the thief. Although Byron could 

have taken his idea frora Tora Jones. George M. Ridenour sug-

gests that the tone of Byron's passage owes raore to Jonathan 

Wildi 

To restrict ourselves for the raoraent to this one 
canto (XI), the introductory stanzas on raetaphysics 
are followed by the episode on Shooter's Hill. Here 
there is not only an exposure of the searay side of 
an ostentatiously free and raoral nation, but there 
is accoraplished playing with the notion of heroisra 
(20) and the "great raan" (19) rauch in the raanner of 
Fielding in Jonathan Wild. "He from the world had 
cut off a great man, etc." The difference between 
a footpad and statesraan, it is iraplied, is largely 
a raatter of social convention.^" 

Byron raay have borrowed other characters and inci-

dents frora the London segraent of Tora Jones. In both sto-

ries, the hero becoraes involved with three woraen. Byron's 

Aurora Raby is soraewhat like Fielding's Sophia, and the 

Duchess of Fitz-Fulke parallels Fielding's Lady Bellaston. 

In the third case, the coraparison is raore questionable. 

Byron's Lady Adeline is like Fielding's Mrs. Fitzpatrick in 

one significant respect: she becoraes personally attracted 

to the hero while she is supposed to be giving hira disin-

terested advice about his relationship with another woman. 

But the characters of the two woraen are otherwise different. 

Mrs. Fitzpatrick has already run away frora her husband to 

join a lover, and she knows exactly what she wants frora 

^^George M. Ridenour, ThR Stvle nf "Don Juan." Yale 
Studies in English, Vol. l44 (New Haven, Conn.: Yale Univer-
sity Press, I96O) , pp. 112-13. 
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Jones. In contrast, Lady Adeline has never before been 

unfaithful to her husband, and, like Julia earlier, she 

deceives herself about her feelings for Juan. 

The "English Cantos" contain several clear echoes 

of Fielding's diction. Byron asserts that high society 

judges by appearances rather than by substance, addingi 

"I can't exactly trace their rule of right" (XIII, 83; 

p. 505). Byron here repeats a favorite clichê of Tora Jones's 

tutor Mr. Square; who "raeasured all actions by the unalter-

able rule of right" (III, iii; III, 114). As he had done 

earlier, Byron contînued to iraitate Fielding's use of paren-

thetical comraents by the narrator. Describing Adeline's 

attraction to Don Juan, Byron says: 

She raerely felt a coraraon syrapathy 
(I will not say it was a false or true one) 

In him. 
(XIV, 91; p. 540.) 

This authorial comraent is alraost identical to Fielding's in 

his description of Dr. Blifil, the brother of Captain 

Blifilî "Whether his religion was real, or consisted only 

in appearance, I shall not presurae to say, as I ara not pos-

sessed of any touchstone which can distinguish the true from 

the false" (I, x; III, 48-49). In both cases, the narrator 

pretends to be charitable, while actually passing a judg-

ment upon the character described; he also pretends not to 

be an oraniscient narrator. In another passage, Byron echoes 

a phrase from Tora Thurab. He says that "the evaporation of 

a joyous day" is "like nothing that I know / Except itself" 
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(XVI, 9-10; p. 574). In Tora Thurab. King Arthur asks the 

hero what the giants look like, and Thurab repliesi "Like 

nothing but theraselves." Fielding adds in a mock-serious 

footnotei "This siraile occurs very frequently araong the 

draraatic writers of both kinds" (I, iii, and n.; IX, 24). 

In addition to these probable echoes of Fielding, 

Byron raade several unraistakable allusions to hira. Describ-

ing the exodus of the aristocracy frora London to their 

country estates, Byron exclaims in Italian: "Gosi viaggino 

17 

i Ricchil" ^ adding parenthetically: "Excuse a foreign 

slipslop now and then" (XIII, 47; p. 493). He alludes, of 

course, to the lady whose raalapropisras contribute rauch of 

the coraedy in Josenh Andrews. A second allusion to Joseuh 

Andrews occurs toward the end of the sarae canto. After cora-

paring hiraself to Ruth, "gleaning / The scanty but right-

well threshed ears of Truth," Byron apologizes for the 

Biblical reference: 
A great irapression in ray youth 

Was raade by Mrs. Adaras, where she cries, 
"That Scriptures out of church are blaspheraies." 

(XIII, 96; pp. 510-11.) 

Byron is thinking of Parson Adaras' futile atterapt to assert 

his dorainance over his wifei 
Adams rebuked her for disputing his coraraands, and 
quoted raany texts of Scripture to prove "That the 
husband is the head of the wife, and she is to sub-
rait and obey." The wife answered, "It was blasphemy 
to talk Scripture out of church; that such things 

"̂̂ "Thus travel the Richl 
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were very proper to be said in the pulpit, but that 
it was profane to talk them in coraraon discourse." 

(IV, xi; I, 368.) 

This quotation has greater theraatic significance than the 

previous allusion. Byron iraplies that his "gleaning / . . . 

of Truth" has no point if the reader regards it as some-

thing "very proper to be said in the pulpit" but "profane 

, . . in comraon discourse." 

In Canto I of Don Juan. Byron had needed a literary 

model precisely because his material was too autobiograph-

ical. He knew that Inez would be recognized as a portrait 

of Lady Byron, but his use of raaterial frora Tom Jones kept 

the story of Inez and José from being pure autobiography. 

It was especially iraportant that Donna Julia not be recog-

nized as a picture of Byron's sister Augusta; thus, Byron 

disguised her real-life derivation by his extensive use of 

incidents frora Tora Jones. as well as by his parallels to the 

Don Juan legend. In the "English Cantos," Byron had less 

need of literary borrowings. He knew well the society he 

wanted to portray; but his autobiographical raaterials here 

were less intiraate than they had been in Canto I, and thus 

they needed no disguise. 

For these reasons, then, Byron used few ideas from 

Fielding in the "English Cantos." Certain aspects of 

Pielding's style continued to appear; by now, they had be-

come a natural part of Byron's own style. Echoes of Field-

ing's diction were bound to appeari Byron knew Fielding so 
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well that he could hardly fail to echo hira in a huraorous 

work on English society. But Byron's conscious iraitation 

of Fielding was of a rauch raore general nature. He wished 

to create a portrait of his own society, just as Fielding 

had portrayed the society of an earlier age. This purpose 

explains Byron's tribute to Fielding in Canto XIIIi 

There now are no Squire Westerns, as of old; 
And our Sophias are not so eraphatic, 

But fair as then, or fairer to beholdi 
We have no accoraplished blackguards, like Tora Jones, 
But gentleraen in stays, as stiff as stones. 

( s t . 110. p . 515.) 

Byron seeras t o regard F i e l d i n g ' s era as a Golden Age, and 

Fielding as the Horaer of t h a t age. Degenerate raodern raen 

cons t i tu te i n f e r i o r sub jec t s for an ep i c , but the poet w i l l 

do the bes t he can with the ava i l ab l e raaterial. 

Conclusion 

Frora 1821 to the end of his l i f e , Byron was more 

in te res ted in war and p o l i t i c s than he had been a t any 

previous per iod . The Vision of Judgraent i s p r i n c i p a l l y a 

conderanation of co r rup t and despot ic governraents. Even the 

r id icu le of Robert Southey supports the raain therae, for 

Byron sees Southey as a poet who has used his t a l e n t s to 

support an iraraoral cause . Though the poera contains many 

serious s t a t e m e n t s , the s e t t i n g allows a huraorous t rea tment , 

reducing raan's a f f a i r s t o a lud icrous ins ign i f icance in an 

i n f in i t e u n i v e r s e . In c o n t r a s t , the Siege of Israail i s 

Played out e n t i r e l y in t h i s world, and the s a t i r e con ta ins 
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little humor. Byron condemns the lust for glory in strong 

terms, and he disraisses as negligible the occasional vir-

tues of railitary figures. Byron's denunciation of the 

"Great Man" is alraost identical to Fielding's; like Field-

ing, he also adraires the few genuinely great raen who have 

struggled for liberty. Byron adopts a lighter tone in the 

"English Cantos" and turns his attention frora politics to 

society. He borrows certain ideas and techniques frora 

Fielding; and, raore iraportantly, he regards Fielding as 

the great raaster of this type of writing and atterapts to 

emulate Fielding's achievement while using his own know-

ledge of contemporary society. 



CONCLUSION 

The ev idence f o r Henry F i e l d i n g ' s i n f luence on 

Lord Byron has now been p r e s e n t e d . One c h a p t e r each has 

been a l l o t t e d t o t h e e a r l y and middle pe r i ods of Byron 's 

c a r e e r . F i e l d i n g ' s g r e a t e s t i n f l u e n c e occurs i n Byron 's 

l a t e r works , and four c h a p t e r s have t hus been devoted t o 

Byron's corapos i t ions i n t he o t t a v a riraa s t a n z a . Although 

much of t h e ev idence s u p p o r t s the op in ions of p rev ious 

s c h o l a r s , sorae popu la r op in ions raust now be raodified. 

F i e l d i n g ' s irapact on Byron has been u n d e r r a t e d in s e v e r a l 

minor a r e a s and i n one v e r y i rapor tant c a s e ; the c o r r e c t i o n 

of raisconceptions here raay sugges t a r e l a t i v e de-eraphasis 

on F i e l d i n g ' s i n f l u e n c e e l s e w h e r e . 

As raentioned i n t he I n t r o d u c t i o n , Williara J . C a l v e r t 

has been t he only s c h o l a r t o s tudy F i e l d i n g ' s in f luence on 

Byron's e a r l y works . C a l v e r t a s s e r t s t h a t "An Occasional 

Prologue" approx ima tes t he tone of F i e l d i n g and Swif t , and 

he sees F i e l d i n g ' s theraa t ic i n f l uence in Hin ts frora Horace. 

The p r e s e n t s t u d y n e i t h e r proves nor d i s p r o v e s C a l v e r t ' s 

f i r s t s u g g e s t i o n . When Byron wrote "An Occas iona l P r o -

l ogue , " he i s no t known t o have been f a r a i l i a r wi th any 

^See above , I n t r o d u c t i o n , pp . 15-18 ; and Chapter I , 
PP. 37-38. 
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work of Fielding's, though a few early lyrics approach the 

manner of Fielding. Tora Thurab had a sraall influence on 

gnglish Bards and Scotch Reviewers and a larger influence 

on Hints frora Horace. Thus, the present writer generally 

agrees with Calvert, but would change a few details of his 

assessraent. Specifically, it should be raentioned that 

Tom Thurab was the first work of Fielding's to have an appre-

ciable influence on Byron. 

A significant contribution of the present work is 

the chronological survey of Byron's developing interest in 

Fielding during the raiddle period of Byron's career. 

2 

Elizabeth F. Boyd touches upon t h i s subject , but no pre-

vious c r i t i c has studied i t in depth, probably because 

Byron's poeras of t h i s period show l i t t l e of Fie ld ing 's 

influence. Nonetheless, a knowledge of Byron's ea r l i e r 

in teres t in Fielding provides a valuable perspective in 

assessing F ie ld ing ' s irapact on Don Juan. For exaraple, By-

ron's own words prove tha t he was nearly oblivious to Field-

ing's theraes, a t l e a s t u n t i l 1821. Cr i t i c s who have seen 

Fielding 's theraatic influence in the early cantos of Doa 

Juan raay well be mistaken. Tora Jones and Don Juan are both 

sensual young raen, but Byron's view of sexual raorality i s 

not iden t i ca l to F i e l d i n g ' s . Byron agreed with Fie ld ing ' s 

social and p o l i t i c a l c r i t i c i s ra , but his i n t e r e s t in these 

^See above, Chapter I I , pp. 62-63, 89. 
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subjects developed mainly after 1821. Thus, Fielding had 

virtually no thematic influence on the first canto of Don 

Juan and only a minor theraatic influence on Cantos II-V. 

On the other hand, Byron's letters clearly indi-

cate his early interest in Fielding's characters. There 

are frequent allusions to such figures as Parson Adaras and 

Mrs. Slipslop in Josenh Andrews; Partridge, Thwackum, 

Square, and Mrs. Fitzpatrick in Tora Jones; Laetitia in 

Jonathan Wild; and Miss Matthews in Araelia. Byron uses 

these literary allusions as a coramentary on life. Certain 

people reraind hira of Fielding's characters; certain inci-

dents reraind hira of scenes frora Fielding. In these passages, 

Byron does not set down any critical evaluation of Fielding, 

but the nature and degree of Fielding's irapact on his think-

ing quickly becorae apparent. 

The present author's approach to Don Juan was sug-

gested largely by his study of Byron's letters. A second 

guideline was the effort to rediscover the Don Juan tradi-

tion as it existed a century and a half ago. Too raany 

critics have assuraed that Byron knew little of the Don Juan 

tradition. A survey of the newspapers and raagazines of 

Byron's day proves beyond doubt that the Don Juan story was 

well known; however, it was not regarded very highly. The 

popular versions were in the form of pantomiraes, burlesques, 

or farces. The legend enjoyed a popular and critical re-

vival in 1817, when Mozart's n^n Giovanni was first per-
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formed in London. For the first tirae in raany years, the 

story was again considered to have literary potential, and 

Byron probably knew of the successful perforraances of Don 

Giovanni before he began his own Don Juan. 

In discussing other influences on Don Juan. the 

present author has generally suraraarized previous critical 

works, while adding his own findings concerning Fielding's 

contribution. For exaraple, Paul G. Trueblood, M. K. Joseph, 

Truraan G. Steffan, and, especially, Elizabeth F. Boyd all 

discuss Byron's use of the jocose epic.-̂  Leslie A. 

Marchand's biography is the best source for studying auto-

biographical incidents in Don Juan. But in the case of the 

Don Juan legend, previous studies were unsatisfactory, and 

new evidence had to be developed in order to present a 

balanced view of Byron's sources. 

The greatest failure of previous scholarship con-

cerns plot and characterization in the first canto of Don 

Juan. Most critics discuss the autobiographical incidents 

and raention sirailarities in character between Don Juan and 

Tora Jones. These observations are true enough: the failure 

is one of omission. Fielding's greatest influence on Byron 

occurs in Canto I, and it is to be found, not in the char-

acter of Don Juan, but in Donna Julia and in raost of the 

incidents of the story. The story of Don José and Donna 

^See above, Introduction, pp. 10-12; and Chap. III, 
pp. 126-29. 
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Inez is indeed based on Byron's raarriage, but it also paral-

lels Fielding's story of Bridget Allworthy and Captain 

Blifil. In Donna Julia, Byron combined two of Fielding's 

characters, Sophia Western and Molly Seagrim. The events 

leading to Juan's love affair with Julia are based upon 

scenes between Tom Jones and Sophia, while the seduction 

in the garden is drawn frora Jones's affair with Molly. Don 

Alfonso's search through Julia's bedroora is taken from two 

scenes in Tora Jones. And finally, the fight between Alfonso 

and Juan corabines the Don Juan legend with the fight be-

tween Tora Jones and Parson Thwackum. 

In each of the subsequent episodes of Don Juan. 

Byron normally used one major source and several rainor 

ones. The shipwreck episode is drawn raainly frora Dalzell's 

Shipwrecks and Disasters at Sea. with secondary use of 

Fielding, the Don Juan legend, and other literary analogues. 

The Haidêe episode is an iraitation, and the Harera adventure 

a parody, of popular Oriental tales, especially Byron's own 

Roraantic narratives. Boyd shows that the Haid^e affair is 

indebted to a jocose Don Juan version; it also owes sorae-

thing to raore conventional versions of the legend. The 

character of Larabro is especially coraplex, being derived 

frora the Coraendador in the Don Juan legend, frora Byron's 

own Corsair. and frora Fielding's Jnnathan Wild. In the 

Harera episode, Byron himself points out the parallel be-

tween Gulbeyaz and Lady Booby in Joseph Andrews. In addi-
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tion, Jack Johnson has sorae sirailarities to Tora Jones's 

corapanion Partridge, though he is certainly raore courageous 

than Partridge. 

During his life, Byron was several tiraes accused 

4 
of plagiarisra. In fact, he was often quite candid about 

revealing his sources. He wanted readers to know that the 

shipwreck and the Siege of Israail were drawn frora factual 

accounts; he also pointed out literary analogues for the 

Sultana Gulbeyaz. In his Preface to The Vision of Judgraent. 

he naraed Fielding's Journev frora This World to the Next as 

one of five literary precedents, and he used ideas from the 

Journev in three significant passages. 

With The Vision of Judgraent. Byron's work takes a 

new direction. For the first time, he begins to conceive 

of the poet as a social coraraentator, sage, or even prophet. 

The prophet iraage is developed huraorously in the Vision. but 

it is iraplied in a raore serious context in the "War Cantos" 

of Don Juan. This new seriousness of purpose is accorapa-

nied by a change in Byron's use of raaterial frora Fielding. 

In the Siege of Israail, Byron borrows relatively little in 

the nature of characterization and incidents, but the entire 

episode shows the pervasive theraatic influence of Jopathan 

Wild and Fielding's poera "Of True Greatness." Boyd has 

convincingly deraonstrated Byron's debt to Fielding in the 

reader] 
373-75. 

^ E . g . . "Plagiar isras of Lord Byron" [ L t r . from a 
, The Theatr-ir?^l, T n a u i s i t o r . XIII (Nov. 1818), 
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"War Cantos,"^ and E. H. Coleridge has pointed out an im-

portant parallel between Byron's Vision and Fielding's 

Journev. The present author has found additional exam-

ples which confirra the previous critical judgraents. 

In the "English Cantos" of Don Juan. the nature of 

Fielding's influence again changes: it is pervasive, but 

diffuse and general. Conscious of Fielding's precedent in 

his panoraraic portrait of English raanners, Byron repeatedly 

echoes Fielding's diction, though he borrows few specific 

incidents frora him. He pays tribute to Fielding in a stanza 

which depicts Tora Jones as the raasterpiece of an earlier 

age. He alludes twice to Joseph Andrews. and, as George M. 

Ridenour points out, he echoes Jonathan Wild in his de-

scription of a highwayraan.' Byron needed no literary 

sources to describe English society, but he considered 

Fielding a standard of excellence by which his own work 

would be judged. 

What, then, has the present study accoraplished? 

In raany cases, it has confirraed previous critical judg-

raents, providing additional exaraples and filling in back-

ground information. It has atterapted to clarify the 

developraent of Byron's interest in Fielding and the stages 

%ee above, Introduction, p. 19» and Chap. VI, 
pp. 240 and 244, n. 

^See above, Introduction, p. 24, and Chap. VI, p. 238. 

''̂See above, Chap. VI, p. 253» 
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in Byron's active use of raaterial frora Fielding. The raost 

significant original hypothesis is presented in the exami-

nation of Don Juan. Canto I. The author has presented 

evidence that Byron consciously, and in considerable detail, 

modelled Canto I upon the initial episodes of Tora Jones. 

Other findings include the significance of Tora Thurab in 

Byron's early satires, Byron's reasons for using Tora Jones 

in an autobiographical narrative, and, as a related side-

issue, Byron's conception of the Don Juan legend, a subject 

iraportant in any study of Byron's Don Juan. 

This study raay also have raore general applications. 

The author has becorae convinced that Byron's Letters and 

Journals are an invaluable source of inforraation regarding 

Byron's reading and the developraent of his thought. In 

many cases, they explicate the poetry, either confirraing 

the critic's assuraptions or directing hira to a raore fruit-

ful re-reading. The author's survey of early nineteenth-

century periodicals irapressed hira with the importance of 

these primary sources for an understanding of the milieu 

in which the Roraantic poets lived. Every age accepts with-

out question certain assuraptions about raan and nature. 

What were the assuraptions of Byron's age? What prejudices 

and raisconceptions did Byron accept, even while rebelling 

against others? The answers to such questions are raore 

likely to be found in old copies of The Tiraes or Tlis. 

Monthlv Review than in the best modern textbooks. 
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This close study of Fielding's influence has also 

yielded an insight concerning Byron's raethods of coraposi-

tion. It was already known that Byron wrote the shipwreck 

episode of Don Juan with Dalzell's Shipwrecks and Disasters 

at Sea open on his desk. He coraposed the Siege of Israail 

cantos with Castelnau's Histoire . . . de la Nouvelle Russie 
Q 

before hira. Before he began Marino Faliero. he directed 

Murray to send him excerpts of the relevant passages in 

10 
Dr. John Moore's View of Italv. After he had finished the 

play, Byron told Murrayi 

Dr. Moore's account is in sorae respects false, 
. . . I have consulted Sanuto, Sandi, Navagero, 
and an anonyraous Siege of Zara, besides the his-
tories of Laugier, Daru, Sisraondi, etc.̂ J-

In "The Prisoner of Chillon," Sardananalus. The Two 

Foscari—in every work based on history, Byron closely fol-

lowed printed sources. This habit is not surprising in a 

man who prided himself on accuracy of details, but the 

present study suggests, for the first time, that Byron 

used similar raethods in coraposing purely fictitious epi-

^rnest Hartley Coleridge, ed., The Works of Lprd 
Bvron: Poetrv (7 vols.; London: John Murray, 1898-1904; 
rpt. New York: Octagon Books, Inc, I966), VI, notes to 
pp. 87ff. (hereafter referred to as Poetry). 

^lbid.. VI, 264, and notes to pp. 304ff. 

^^Ltr. of Feb. 25, 1817; The Works of Lord Bvroni 
Letters and Journals. ed. by Rowland E. Prothero (6 vols.; 
London: John Murray, I898-I9OI; rpt. New Yorkt Octagon 
Books, Inc, 1966), IV, 58 (hereafter abbreviated as L & J) 

^^Ltr. of July 17. 1820; L & J. V, 52-53. 
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sodes. He may not have written the first canto of Don Juan 

with Tora Jones literally open on his desk. After all, Byron 

had an excellent meraory for the written word, and he knew 

Tora Jones much better than he knew the histories of Dalzell, 

Castelnau, or Moore. He knew Fielding's plan and accurately 

reraerabered raany of Fielding's details, and he consciously 

used thera for his own purposes. 

This hypothesis concerning Byron's raethods of 

coraposition is not as incredible as it raay at first seem. 

Consider the controversy over the sources of Manfredi 

Byron denied that he had read Faust. but then admitted that 

M. G. Lewis had orally translated parts of it to him. In 

The Siege of Corinth. Byron borrowed lines from the still-

unpublished Christabel. He denied that he had seen Cole-

ridge's raanuscript until afterwards; although he adraitted 

that Walter Scott had quoted the lines to hira, he raaintained 

that this event had also occurred after the coraposition of 

The Siege of Corinth.^ Coleridge politely accepted Byron's 

apology, but we raay wonder whether he found the explanation 

entirely believable. 

Another interesting exaraple of Byron's borrowings 

occurs in Canto XIII of Don Juan. Byron begins to describe 

Adeline as a snow-covered volcano, but he interrupts himselfi 

^^Ltr. to Murray, Oct. 12, 1817; L & J. IV, 174. 

^^Ltr. to S. T. Coleridge, Oct. 27. 1815; L & J. 
III, 228-29. 
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Shall I go on?—Nol 
I hate to hunt down a tired raetaphor» 

So let the often-used Volcano go. 

I'll have another figure in a tricei— 
What say you to a bottle of champagne? 

Frozen into a very vinous ice, 
Which leaves a few drops of that iraraortal rain, 

Yet in the very centre, past all price, 
About a liquid glassful will reraain; 

And this is stronger than the strongest grape 
Could e'er express in its expanded shapei 

'T is the whole spirit brought to a quintessence; 
And thus the chilliest aspects raay concentre 

A hidden nectar under a cold presence.l^ 

Byron clearly iraplies that his charapagne raetaphor is ori-

ginal; in fact, he borrowed it frora The Quarterlv Review. 

where it was used to describe Byron hiraselfi 

There was the heart ardent at the call of freedom 
or of generous feeling, and belying every moraent 
the frozen shrine in which false philosophy had 
cased it, glowing like the intense and concentrated 
alcohol, which reraains one single but burning drop 
in the centre of the ice which its raore watery 
particles have forraed.l5 

Byron was a better scholar than he liked to adrait. When 

he says, "1*11 have another figure in a trice," he wants us 

to visualize the poet pulling an original raetaphor frora the 

air. In fact, he was turning to the raagazines on his desk 

to look up that review of Childe Harold's Pilgriraage. 

Byron's indebtedness to other writers was tactfully 

noted in a review of I8I61 

^Sts. 36-38; Poetrv. VI, 49O-9I. 

^^"Chi ldP H a r o l d ' s P i l g r i r aage . Canto IV," TJife 
Q u a r t e r l v Review. XIX (Apr. 1818) , 220. 
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Lord Byron, . . . like all other persons of a quick 
sense of beauty, and sure enough of their own ori-
ginality to be in no fear of paltry imputations, is 
a great rairaic of styles and raanners, and a great 
borrower of extemal character. He and Mr. Scott 
are full of iraitations of all the writers frora whom 
they have ever derived gratification; and the two 
raost original writers of the age raight appear, to 
superficial observers, to be the raost deeply indebted 
to their predecessors.l6 

Six years later, Byron raade a strikingly sirailar statement 

to Thomas Medwin. As Medwin recalled the occasion, he had 

found Byron reading a new novel by Walter Scott. Byron 

pointed out Scott's plagiarisras, then adraitted that he had 

hiraself been guilty of the sarae offensesi 

"How difficult it is," said he [Byron], "to say 
any thing newl " Who was that voluptuary of anti-
quity, who offered a reward for a new pleasure? 
Perhaps all nature and art could not supply a new 
idea. 

"This page, for instance, is a brilliant one; 
it is full of wit. But let us see how rauch of it is 
original. This passage, for instance, coraes from 
Shakespeare; this bon raot frora one of Sheridan's 
Coraedies; this observation frora another writer 
(naraing the author); and yet the ideas are new-
raoulded,—and perhaps Scott was not aware of their 
being plagiarisras. It is a bad thing to have too 
good a raeraory." 

"I should not like to have you for a critic," 
I observed. 17 

"'Set a thief to catch a thief,'" was the reply. 

In another conversation, Byron told Medwin: "I ara taxed 

with being a plagiarist, when I ara least conscious of being 

^^"Lord Byron's Poetry," The Edinburgh Review. XXVII 
(Dec 1816), 277-78. 

"̂̂ Medwin'f̂  "Conver?̂ ati ons of Lord Bvron." ed. by 
Ernest J. Lovell, Jr. (Princeton, N.J.: Princeton Univer-
sity Press, I966) , pp. 199-200. In the first paragraph, 
the apparently incorrect quotation marks are Medwin s. 
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one; but I am not very scrupulous, I own, when I have a 

good idea, how I came into possession of it."^ A few 

minutes later, he addedi "I shall have coraraentators enough 

by and by . . . to dissect ray thoughts, and find owners for 

them."^^ 

Byron's claim t h a t he was not aware of many of h is 

l i t e r a r y borrowings was probably t r u e . At the sarae t ime, 

his adraission, "I ara not very scrupulous , . . ." i nd ica t e s 

that raany other borrowings were d e l i b e r a t e . Like Sco t t , 

Byron soraetiraes seeraed t o have "too good a raeraory," but h i s 

t r i b u t e t o S c o t t ' s a r t i s t r y i s a l so t rue of h is own work. 

The w r i t e r in The Quar te r lv Review should be given c r e d i t 

for the raetaphor of the frozen charapagne, yet Byron's l i n e s 

are c l e a r l y raore raeraorable than t h e i r source. Don Juan ' s 

love a f f a i r with Donna J u l i a owes much to Tora Jones . y e t , 

in borrowing var ious passages frora F i e l d i n g , Byron has r e -

organized and transforraed thera in to soraething new. Consider 

Byron's d e s c r i p t i o n of Lambrot 

He was the raildest raannered raan 
That ever s c u t t l e d sh ip or cut a t h r o a t . 

(III, 41; p. 154.) 

Note, too, Byron's reraarks about the Sultan's sonsi 

So that the heir apparent still was found 
No less deserving to be hanged than crowned. 

(V, 153; P. 261.) 

We know, both frora external and internal evidence, that 

Byron's ideas about great raen were strongly influenced by 

^^lbid. . P. 1^0. ^^lbiá.. P. 1^2. 



272 

Jonathan Wild. But the lines quoted above can hardly be 

described as plagiarisras. Even if they did grow from 

borrowed ideas, in their final form, they are strikingly 

original. Byron himself wondered whether any new ideas 

remained to be discovered. He was realistic about his debt 

to previous writers. But all of Byron's borrowings, whether 

frora lif e or literature, were merely the raw materials 

frora which he fashioned new and durable works of art. 
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