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A comprehensive — and occasionally 
hilarious—study of the three-day fes
tival staged by David Garrick, the 
brilliant actor and manager of the 
Drury Lane Theatre in London, at 
Stratford-upon-Avon, in September, 
1769. 

This was the first Shakespeare fes
tival to engage national interest, and 
although its critics vilified it as a 
fiasco and a monumental example of 
bad taste, its defenders thought it a 
glorious occasion. James Boswell, a 
member of the latter group, de
scribed it as being ((not a piece of 
farce . . . , but an elegant and truly 
classical celebration of the memory 
of Shakespeare." 

Reproduced on the stage in vary
ing moods of glorification and satire, 
the Jubilee ultimately became en
tangled in the very threads of Eng
lish life. The combination of Garrick 
and Stratford produced a catalyst 
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material from the archives, and to McGraw-Hill Company for 
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by Frank Brady and Frederick A. Pottle (1956). 
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that have come to me from lay scholarship, especially that of 
Hardy L. Winburn and his lifelong interest in some of the 
problems dealt with here, I wonder why it is not more humane 
than it is. Recalling those who, in carrels and subways, by 
swimming pools and baby cribs, have talked about it and raised 
the question of the relation of art to life, I wonder why it is 
not more lyrical than it is. But such as it is, I offer it to Professor 



Harry Levin, not in payment of a debt, but in acknowledgment 
of a debt that could only be paid in time to my own students. 
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Queens College 
New York City 
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Part I






What Was the Stratford Jubilee? 

I  N SEPTEMBER, 1769, David 

Garrick, actor and manager of Drury Lane Theater in London, 
went to Warwickshire and held a three-day festival in Stratford-
upon-Avon to dedicate the new town hall to Shakespeare. It 
was the first Shakespeare festival to engage national interest, 
and there is much of interest even now in the staging of an 
eighteenth-century fete on the grandest scale. What is more 
interesting is the manner in which this celebration fired the 
public imagination. It was vilified and defended, reproduced on 
stage in varying moods of glorification and satire, entangled with 
the threads of English life. 

James Boswell stated his views on the issues: "For what was 
the Stratford jubilee:1 Not a piece of farce . . . , but an elegant 
and truly classical celebration of the memory of Shakespeare. 
. .  . It was truly an antique idea, a Grecian thought, to insti
tute a splendid festival in honour of a Bard."1 Some of his 
contemporaries thought it was more a testimonial to the vanity 
of Garrick than a proper tribute to the memory of Shakespeare, 
more ostentatious than elegant. Eyewitnesses variously described 
it as a triumph, "the most remarkable event since the establish
ment of the theatre in Western Europe,"2 and as a farcical 
fiasco, a monumental example of bad taste, and even today there 
is latitude for opinion on these subjects. But if there exists any 
difference between what is classical and what is romantic, the 
Stratford Jubilee was not classical. The combination of Garrick 
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and Stratford acted as a catalyst to precipitate romantic attitudes 
toward Shakespeare, and the place of the Jubilee in the history 
of ideas rests on the speed and unanimity with which these 
attitudes were adopted. 

The first part of this book tells of the Jubilee and its effects 
on Stratford and the theaters. The second part traces wider 
reactions, dealing with theory and addressed to special interest; 
here are charted movements which took place against a large 
background of historical change. Garrick's influence in these 
areas has its own importance, and this study has as its focus 
that influence; an effort has been made to recall to the reader's 
mind the larger background, so that the treatment of Garrick 
may not distort the whole, but rather reflect the whole and even 
illuminate it. 

If in these pages a Shakespearean picnic in Warwickshire is 
placed in relation to the great ground swells that were moving 
in the late eighteenth century—the theories of language and 
of the imagination, the religious emotionalism, the ideas of 
government that were to militate against authoritarianism—that 
fact does not imply that Garrick invented all those ideas at 
Stratford. This is no attempt to translate Garrick into a brilliant 
theoretician, a passionate revolutionary, a profound philosopher. 
He was no such thing. 

He was an actor. It may be he was the greatest actor that ever 
lived. Any actor will mirror as much of his age as is accessible 
to him. To a superlative degree the life of his age was accessible 
to Garrick. He was peculiarly in a position to reflect the great 
minds of his day. In the history of the theater he is unique-
unique in his genius, unique in his intimate association with 
genius. Perhaps he was nothing more than a mimic, a sounding 
board, a mirror. At least he was a true mirror. This is an 
account of a unique occasion when Garrick, rejecting all 
prudential advice, went to Stratford as Steward of a Jubilee and 
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mirrored his age, not in its more obvious surfaces, but in its 

latent forces, its potentialities. 

BACKGROUND 

Satirists and eulogists alike preached the essential Jubilee 
doctrine. Their unanimity is the more surprising when it is 
seen etched against a background of Jubilee controversy. What 
were they arguing about—those hundreds of people who publicly 
engaged themselves in battles in the press, the theater, the 
schoolroom? Part of the fight was between two types of human 
beings, a conflict eternal and almost irreconcilable between 
people who by their very nature deplore the use of fireworks 
and parades to honor a serious love, and people who love a sky
rocket for itself alone and can subsume the two loves in a single 
gesture. And, as the agreement appears most clearly against a 
background of disagreement, so the new portent at Stratford 
can be most clearly read against a knowledge of what was old. 
All alike tasted the heady new wine, but some protested that 
the bottles meant to contain it were indeed shabby with age. 
To the cognoscenti of the day, most of the terminology, issues, 
symbols and procedures of the Jubilee were tired old cliches. 
Even then the jokes about the mulberry tree were stale, even 
then statue-worship and Shakespearean processions were trite. 
The newness of the Jubilee did not lie in these things, though 
they may seem a bit odd to us; to sophisticates of 1769 they 
were all too familiar. In order to enjoy the disagreements and 
to marvel at the reconciling power of the bases for agreement, 
let us review some sources of the old elements from which the 
Jubilee program was compounded. 
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In 1737 an impoverished schoolteacher and his sometime 
pupil rode from Lichfield to conquer the world of London 
letters, stage, and fashion. Samuel Johnson and David Garrick 
enjoyed a lifelong rivalry deeply rooted in a lifelong love. The 
great critic and the great actor each in his own way condescended 
to the other's vocation. Garrick resisted efforts to extract critical 
theory from him. Johnson said Garrick was no critic (even 
implying that he had never read a complete play by Shake
speare). Johnson's remarks on acting and Garrick's acting in 
particular are notorious.3 Yet in the course of life, Johnson 
became a lay actor of such parts that the memory of his ability 
to strike an attitude in the drawing room can still rejoice the 
heart. Conversely, Garrick in his own way became a lay critic. 

London society was a close-knit world of complex personal 
relationships. In 1737 that world was concerned with the doings 
of the Ladies Club, an organization devoted to stimulating 
interest in Shakespeare. So effective were their methods of 
patronizing the theaters and suggesting additions to the reper
tory that when Garrick made his debut in 1742, there was a 
noticeable Shakespeare revival in progress.4 Unaware of what 
Johnson and Garrick were to accomplish in stimulating interest 
in Shakespeare, the ladies enlisted such help as they saw avail
able. When they decided to place a memorial to Shakespeare 
in Westminster Abbey, their committee was composed of the 
Earl of Burlington, Alexander Pope, Dr. Richard Mead, and 
Benjamin Martin. The two theaters raised three hundred 
pounds to pay for the statue. Drury Lane gave a benefit per
formance of ]ulius Caesar on April 28, 1738; James Quin spoke 
the prologue written by Benjamin Martin, Mrs. Porter played 
Portia and spoke the epilogue written by James Noel. On April 
10, 1739, Covent Garden performed Hamlet, Ryan speaking a 
prologue written by Lewis Theobald. The Dean and Chapter 
of Westminster Abbey granted space for the monument without 
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fee. The Dutch sculptor Peter Scheemakers made the statue 
from a design by Kent, and set it in place January 29, 1741. 

On March 2 at Goodman's Fields a replica of the statue made 
its stage debut. A large part of eighteenth-century stage history 
has to do with the battle between pantomine and legitimate 
drama. The Ladies Club was on the side of legitimate drama, 
but their victory was dramatized in a popular pantomine, 
Harlequin Student. Shakespeare's statue triumphed over Har
lequin (played by Richard Yates). One night Yates was ill and 
Garrick replaced him. Later, on October 19, 1742, his official 
debut as Richard III set the town "horn-mad" (as Thomas Gray 
said), but Garrick was Harlequin before he was Richard, and 
the statue presided over the opening of his career. 

Down in Warwickshire, Stratford became statue-conscious. 
Shakespeare's bust in the church needed repairs, and again 
theatrical gate receipts paid the bill. John Ward, grandfather 
of John Philip Kemble and Mrs. Siddons, came to Stratford with 
his troupe of itinerant players and gave a performance of Othello 
on September 9, 1746.5 The Reverend Joseph Greene wrote 
the prologue for Ward to speak on this occasion: 

Hail, happy Stratford! — envied be thy fame!

What city boasts than thee a greater name?


A kinsman of Shakespeare owned a pair of gloves worn by him 
in his capacity as actor, a cherished heirloom assumed to be 
genuine; he gave the gloves to Ward in gratitude for his interest 
and efforts. The proceeds from the performance (about sixteen 
pounds) paid for the repairs. Horace Walpole, visiting Stratford 
in 1751, did not approve of the vivid "naturalistic" coloration that 
had been painted onto the bust.6 London reporters of the Jubilee 
did not like it, and indeed were astonished to find it looked 
so little like "Shakespeare" as they knew him from the West
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minster monument, but the coloring remained until 1793, when 
at the request of Edmond Malone the bust was painted the same 
color as the stone of the wall behind it; the present coloration 
was applied in 1861. 

During the period when everything in Stratford was viewed 
with intense antiquarian skepticism, the bust also developed its 
"mystery." The appearance of the bust did not seem to tally with 
Sir William Dugdale's drawing made during the 1650's,7 and 
it was thought that the alterations of 1746 (since they were the 
only alterations ever made) might have been more than skin-
deep, but modern scientific methods for ascertaining the age of 
wood have proved it to be substantially as it was originally made. 

On September 15, 1747, Drury Lane opened under Garrick's 
management with James Lacy as copatentee. Garrick had been 
before the public less than five years, but the poet laureate 
William Whitehead saw fit upon that occasion to address a 
poem to him in which he officially laid upon his conscience the 
serious national responsibility that was his by reason of his great 
gifts and great power: 

A nation's taste depends on you,

Perhaps a nation's virtue, too.8


The first words that sounded through Drury Lane on that 
historic occasion were Samuel Johnson's prologue spoken by 
Garrick: 

When Learning's Triumph o'er her barb'rous Foes 
First rear'd the Stage, immortal Shakespeare rose; 
Each Change of many-colour'd Life he drew. . . . 

Addressed to the issue of Shakespeare versus Pantomine, John
son's prologue put that issue to the audience for decision. If 

8 
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they demand pantomine and its spectacle, the theaters must 

supply them. 

The Drama's Laws the Drama's Patrons give, 
For we that live to please, must please to live.9 

In 1753 a retired vicar of Frodsham, the Reverend Francis 
Gastrell, bought a house in Stratford. His wife was one of the 
Aston family, sister-in-law to Gilbert Walmesley of Lichfield, 
generous friend of Johnson and Garrick. The house, called New 
Place, was purchased from the estate of Sir Hugh Clopton, who 
had died without male issue in 1751. Drastically altered in 1701 
by the Clopton family, the house contained at the very least 
the framework of the earlier building, which had been the last 
home of Shakespeare. 

In 1756 Mr. Gastrell hired a carpenter named John Ange to 
fell a mulberry tree that grew near the house. Part of the tree 
was bought by Thomas Sharp, a watchmaker with a shop in 
Chapel Street. Sharp carved pieces of the wood into toys and 
small articles for domestic use and sold them to a steadily 
widening market as articles made from a tree planted by Shake
speare—as indeed it probably was.10 

In 1759 the Gastrells embroiled themselves in an argument 
with the Stratford burgesses about the proper amount of tax on 
New Place paid for aid to the indigent of the community. The 
Gastrells occupied the house only part of the year and thought 
the full tax therefore was not proper; the town argued that 
servants were in residence all the year and the full tax should 
be paid. Rather than pay the tax, Mr. Gastrell caused the house 
to be razed and sold as rubble, and left town. This scandal 
created even greater interest in Shakespeare mementos. Mul
berry wood was in demand. A walnut tree growing near the 
birthplace in Henley Street was cut and portions were carved 
into replicas of the Westminster statue. In 1760 the burgesses 
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authenticated the mulberry when they gave an inkstand to the 
Steward of the Court of Records of Warwickshire, the first of 
many such gifts. 

Meanwhile the statue held the stage, both as statue and as 
living replica when actors wore its costume and struck its 
familiar attitude. The actor Ross used the latter procedure; the 
statue itself was used in pantomine and in performances of 
William Havard's Ode to Shakespeare (music by William 
Boyce). Garrick, now Shakespeare's leading exponent, built a 
temple to Shakespeare on his estate in Hampton and in 1757 
commissioned Roubiliac to carve a statue of Shakespeare for 
which Garrick posed. The sculptor's chisel uncovered a vein 
in the marble forming a purple stain across the stone lips. "Ha," 
said Garrick, "Mulberries!"; and while Roubiliac affixed a new 
head made from another piece of marble, the jest went the 
rounds in the fashionable world.11 

For the Christmas season of 1759 Garrick rewrote Harlequin 
Student into Harlequins Invasion, adding a comic subplot from 
an old Bartholemew Fair entertainment. This was the first 
harlequinade to have spoken lines, and later was the first stage 
set to be lighted by the famed transparencies. Harlequin here 
was associated with the rainbow; I am not sure this was true in 
Harlequin Student. Asked how he got his parti-colored costume, 
Harlequin replied: 

I was formerly altogether among the Stars—I plied as a Ticket 
Porter in the Milky Way, and carried the Howdyes from one 
Planet to another; but finding that was too fatiguing, I got 
into the Service of the Rainbow, and now I wear his livery.12 

The theme remained the same: Harlequin "invades" the prov
ince of legitimate drama and is vanquished by the statue in an 
apotheosis scene. Harry William Pedicord has tabulated all pro
ductions at Drury Lane during Garrick's regime; Harlequin's 
Invasion ranks third in number of performances.13 

10 
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In 1762 Garrick bought some mulberry wood and had it made 
into a chair for his Temple. The legal document recording the 
sale testifies that the wood was from a tree "commonly called 
Shakespeare's tree and said to have been planted by him."14 It 
is witnessed by two names made famous by the Jubilee—John 
Payton, host at the White Lion Inn, and William Hunt, town 
clerk.15 

The bicentennial of Shakespeare's birth was 1764, but Garrick 
was on the Continent and passed up a chance to make a public 
to-do over the occasion. And in 1765 Samuel Johnson published 
his great edition of Shakespeare and thereby threatened Garrick's 
place as top man in the Shakespeare field as no actor had ever 
challenged it. 

In 1767 Stratford began the building of a new town hall. 
The Steward of the Court of Records, Francis Wheler, then 
residing in London, wrote to William Hunt, town clerk, on 
November 28 with a momentous suggestion: Permit Wheler to 
approach Garrick through a friend of both men (George Keate, 
but he is not named in this letter) and request a statue of Shake
speare for the niche in the north gable of the town hall. This 
request, privately made, was well received by Garrick. Wheler 
was middleman between Hunt and Garrick when information 
was needed about the size of the niche, the color of the building, 
the fall of light, etc.16 In December of the next year the 
burgesses of Stratford sent their official request for "some statue, 
bust or picture" of Shakespeare, and a portrait of Garrick to be 
placed in the town hall "that the memory of both may be 
perpetuated together."17 In May, 1769, Wheler and George 
Keate called at Garrick's residence in the Adelphi and presented 
him with the freedom of Stratford in a chest of mulberry wood. 
The town council gave Keate a mulberry standish in gratitude 
for his share in the arrangements.18 

Stratford did indeed ask for a statue, but not for a Jubilee. 

11 
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The burgesses did not choose a steward in solemn conclave. The 
steward chose the Jubilee. It was his own—suggested, planned, 
financed by him, and named by him. To Warwickshire country
men the name suggested popish plots, for Stratford had been 
indirectly involved in the Gunpowder Plot and legends lingered 
in the countryside; it suggested also some connection with the 
current legislation termed the "Jew Bill." But to Londoners the 
name "jubilee" had other connotations. A jubilee was an enter
tainment at one of the public gardens. The pretext might be 
some military victory, some public occasion or public hero, but 
if nothing more timely presented itself, a jubilee might be held 
in honor of Apollo or anything else people were generally in 
favor of. The name brought with it an aura of music and masks 
and dancing, noise and jostle, crowds overly gay if not actually 
rowdy. The climax of the evening came when a temple to 
something or other exploded in one of the displays of fireworks 
so beloved by the public. 

When Garrick revealed his carefully guarded secret, that he 
would hold a Shakespeare Jubilee in Stratford, he had been deep 
in his plans for a year and a half. The two major theaters, 
Drury Lane and Covent Garden, closed every summer. When 
he bade farewell to his audience until the September opening, 
he made the public announcement: 

My eyes till then no sight like this will see,

Unless we meet at Shakespeare's jubilee

On Avon's banks, where flowers eternal blow;

Like its full stream our gratitude shall flow.

There let us revel, show our fond regard;

On that loved spot first breathed our matchless bard.

To him all honour, gratitude is due.

To him we owe our all—to him and you.


He spoke to an audience that was habituated to jubilee procedure 

12 
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and knew in a general way what to expect. The audience was 
habituated to the linking of Shakespeare with processions and 
interpolated pageantry, for this was common practice in the 
theaters. Shakespeare's statue appearing in apotheosis scenes 
set to popular music was an old story to them. It was not because 
there was anything new in these procedures that objection was 
made, but rather because the event promised to be merely 
another hal pare or ridotto al fresco. The elite were displeased 
because it was a public invitation. Rational urban citizens pro
tested because it was not held in London. 

If one wants to make the distinction between the classic and 
the romantic on the basis of the rational as opposed to the 
irrational, everything about the Jubilee seems to give full satis
faction. The rational date was April (but Garrick was busy in 
April). The rational year was 1764 (but Garrick was away). 
Sober minds of the Age of Criticism thought Samuel Johnson 
was the rational choice for a steward of Shakespeare's earthly 
glory (but an actor who enhanced the gaiety of nations would 
have it otherwise). The supreme irrationality was Stratford. 
London had been the scene of Shakespeare's theatrical triumphs. 
He was London's own, and who cared where he was born? 
Everybody who was anybody was already in London. For years 
they had been honoring Shakespeare in a rational manner in 
peace and comfort. Why traipse off to the wilds to honor him 
in a village inconveniently located and ill-equipped to receive 
visitors? The whole idea savored of enthusiasm. 

T H E D E V I L 

Immediately upon the announcement of the Stratford Jubilee, 
two centers of anti-Jubilee sentiment developed. One was the 

13




Garrick's Jubilee 

actor Samuel Foote. He was licensed to perform during the 
summer at the theater in the Haymarket. From that stage he 
wielded a power almost incomprehensible to twentieth-century 
readers, for his power was not in his pen but in his personality. 
Garrick's biographers comment with bewilderment on his fear 
of Foote; his tender vanity was vulnerable to sarcasm and Foote 
was the more dangerous in that he had the power to please. He 
never completely alienated Garrick's friends, but seduced them 
into laughter. His usual stage technique was the insertion of 
contemporary comment into whatever role he was playing. He 
satirized the Jubilee that summer in many characters (as Cad
wallader in his own farce The Author, he was particularly effec
tive), but it was as the Devil upon Two Sticks that he made 
Jubilee history. The Devil upon Two Sticks, Foote's adaptation 
of Le Sage's he Diahle Botteux, had opened the previous sum
mer, so the character was established in the minds of the theater
going public. The Devil was Le Sage's genie imprisoned in a 
bottle—Foote's emergence from a large wicker-covered bottle 
was a famous piece of stage business—and his title referred also 
to Foote's wooden leg and crutch.19 Foote's Devil was a thing to 
be reckoned with. "Lash the old sinner, Foote," a contemporary 
prologue addressed him, "and let us see Men not afraid of God 
afraid of thee." The name "The Devil upon Two Sticks" became 
a synonym for anti-Jubilee and anti-Garrick sentiment.20 Draw
ings of the figure needed no identifying caption, and the name 
was signed to many attacks not written by Foote. The play, 
published by George Colman after Foote's death, does not print 
the impromptu and unpredictable satire on current events, but 
from the newspapers there may be drawn a record of the nature 
of the sorties and ample record of their effectiveness. 

Foote identified Jubilee enthusiasm with the enthusiasm of 
the Methodists. He had long been known for satire on this 
subject, and his impersonations of George Whitefield (as "Doctor 
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Squintum") were so severe that they at least gave pretext for 
the rumor that they caused Whitefield's death. It was part of 
Foote's warfare on Garrick's amour-propre constantly to threaten 
more than he performed. He would announce some diabolic 
scheme only to abandon it, and this "softening of heart" made 
his actual attacks more acceptable to Garrick's friends. Bad as 
things were, even worse things dangled like the sword of 
Damocles over Garrick's harassed head. Foote heard, as all 
London heard in confidence, that Garrick was writing an ode to 
Shakespeare; he announced in the papers that he would forestall 
Garrick's ode with one of his own "set to very whimsical music," 
and had rumors circulated that he planned to take the stage 
with his ode in Stratford, even interrupting the public per
formance. Foote's ode was never performed and probably never 
even seriously planned; but both James Boswell and Charles 
Dibdin took his threat seriously, and in their accounts of the 
ode agree that Foote would have been in danger of his life had 
he attempted to interfere with the performance in Stratford. 

Twice that summer he made formal announcement of a per
formance to be called Drugger's ]ubilee. Garrick's interpretation 
of Abel Drugger in The Alchemist had been since 1743 one of 
his best roles. The part was much expanded, and he played Abel 
just one notch above the moronic. Such mock idolatry of 
chicanery would have made hay at the Haymarket, implying 
that all Jubilee idolatry was directed to Garrick, and Garrick at 
his slyest and stupidest. But Drugger's Jubilee was never 
performed. 

A procession of Shakespeare's characters was planned for 
Stratford and word got around theatrical circles. Foote planned 
a mock procession in which a ragamuffin would be dressed in 
a tattered travesty of Garrick's Jubilee suit (also the subject of 
rumor). Foote's procession would be played against a back
ground of William Whitehead's fulsome lines: 

15 



Garrick's Jubilee 

A nation's taste depends on you, 
Perhaps a nation's virtue, too. 

The little Steward was to flap the rags of his outworn glory like 
a rooster and complete the lines: "Cock-a-doodle-doo! Cock-a
doodle-doo!" Garrick, Foote implied, had forfeited honor for the 
crudest egotism, and had betrayed any trust the poet laureate 
had placed in him in the name of the nation. This threat seemed 
so fraught with danger that friends intervened.21 Foote got credit 
for good nature when he gave up his plans for a Jubilee pro
cession. Actual performances that summer never quite over
stepped the bounds of the pardonable. 

Foote attended the Jubilee he had advertised so well, adding 
to the other attractions the titillating prospect of an open rupture 
between him and Garrick. There was no open rupture. When 
he returned from Stratford to the Haymarket just before it 
closed for the winter, he produced his most famous piece of 
writing—in fact, the most famous to come out of the entire 
Jubilee—"The Devil's Definition." 

A Jubilee, as it hath lately appeared, is a public invitation 
circulated and arranged by puffing, to go posting without horses 
to an obscure borough without representatives, governed by a 
Mayor and Aldermen who are no magistrates, to celebrate a 
great poet whose works have made him immortal by an ode 
without poetry, music without melody, dinners without victuals 
and lodging without bed; a masquerade when half the people 
appeared barefaced, a horse race up to the knees in water, 
fireworks extinguished as soon as they were lighted, and a 
gingerbread amphitheatre which tumbled to pieces as soon as 
it was finished.22 

Let it testify to his power and his popularity that the letters 
addressed to him in the press, even those from Stratford, were 
good-natured, that George Colman's play based on the Jubilee 
made great point of that Definition as being not at all malicious, 
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and that Garrick himself in his play The Jubilee simply incorpo
rated the Definition into the play rhymed in a song lyric, "This 
is Sir a jubilee." Samuel Foote kept his reputation for rough 
good humor, and it was this reputation that enabled him to 
bedevil Garrick so effectively. Foote rarely lost the sympathy of 
his large clientele. 

T H  E P U B L I C ADVERTISER 

The other center of anti-Jubilee sentiment was, oddly enough, 
the Public Advertiser. The newspaper, then published by Henry 
Sampson Woodfall, is one of the most important sources of 
theatrical history. It was thought to be all but Garrick's official 
vehicle. The statement was made (and denied by both parties) 
that it was under his domination, and it would indeed make a 
good story if any grounds could be found for accepting the 
unsupported statement of Charles Dibdin made in 1803 that 
Garrick wrote the attacks himself.23 Such devious ways were 
not unknown to Garrick; he did publish attacks on himself to 
test public sentiment.24 The newspapers of the time were venal; 
Woodfall, not on a basis of venality, has proved in the courts 
and in the eyes of history his ability to preserve the anonymity 
of his contributors. But in this case the leader of the attack was 
George Steevens, and the major theme grew out of his easily 
offended dignity as professional critic and editor of Shakespeare. 
A group of professional writers assisted him,25 and a host of 
amateur satirists followed hooting in his wake. 

The Public Advertiser was at this time in even greater demand 
than usual, for it was the organ of the notorious Junius.26 The 
Junius letters on the Wilkes question had been appearing in its 
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columns since January.27 The Jubilee gave Junius a good fight 
for first place in the public eye that summer, in some cases 
actually crowding him out to be left over till the next issue. 
The paper was generous with space for both pro and con, but 
was associated in the public mind with one side of the question. 

Through the summer the Advertisers satire showed a clear 
line of development. George Keate and his mulberry standish 
drew the first fire. The Advertiser for Tuesday, June 6, tells of 
the gift, but says the mulberry wood was given as "acknowledg
ment of his very elegant and spirited defense of the first of 
English poets in his Ferney, an Epistle, addressed to M. de 
Voltaire." When the Stratford burgesses used Keate as inter
mediary in negotiations with Garrick, they unwittingly played 
into the hands of the satirists. Keate was a pleasant dilettante, 
inoffensive, and vulnerable only because of his association with 
Voltaire, whom he had met once in 1754, and whose friendship 
he cherished. In January of 1769 he had published a long poem 
named Ferney which included a passage in praise of Shakespeare 
as a gentle rebuke to Voltaire's lack of appreciation of that 
dramatist. But so gentle was the rebuke, so vague the praise of 
Shakespeare compared to the adulation of Voltaire, that there 
was reason for placing Keate on Voltaire's side rather than on 
Shakespeare's if one assumed that it was impossible to admire 
both. This, of course, was a common assumption in 1769. 
Though England was interested in Voltaire, there was small 
admiration for his views on Shakespeare. He was an enemy of 
the Bard, and Keate could be incriminated by association. So 
the first point to be made was: Look what risk we run when 
we allow a pro-French dilettante to take over the serious business 
of honoring Shakespeare! 

Next to be damned were the donors of the mulberry. 
Mnemonic and scatological jingles denounced Stratford's rus
ticity and avarice with almost pathological venom. We see the 
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Stratford town council choosing the Steward in drunken hilarity 
at the prospect of gulling both Garrick and the public; we see 
them in solemn conclave rejecting Johnson, Warburton, Capell 
and Steevens because the characters of these men would balk 
their design to "fleece" the public and selecting Garrick because 
he would co-operate. All Stratford people are fat—because of 
their essentially gross nature, I suppose. They are grasping, 
ignorant of the very name of Shakespeare, knowing nothing but 
their native wool. The puns are endless on Stratford's wool, 
woolgathering, wool nightcaps, woolly-mindedness, fleecing, and 
shearing. The mock pastoral was a favorite form. A long, com
plicated continued story tells how "H. B." from London offered 
to instruct the peasants in Shakespeare, a famous cook, best 
known for his recipe for broth prepared for the King of Scotland. 
The aldermen (Dogtail, Trimbush, Ketch, Fleec'em, Dupe, and 
Rantum by name) assembled the necessary ingredients, lowered 
the church bell to serve as a kettle for the witches' brew, drank 
it, and grew various unpleasant appendages as a result. The 
mayor had christened his new daughter Doll Tearsheet as a 
compliment to Shakespeare; the old women of Stratford were 
busy whitewashing their garrets and their faces to offer ques
tionable hospitality to visitors. No Stratford belle was sufficiently 
experienced to play Cleopatra, so a famous (and very fat) 
London madam was being imported to act the role, provided a 
barge could be contrived buoyant enough to float her bulk on 
the Avon. 

Next to be involved were the people of the theater; any who 
consented to take part in the Jubilee were represented as worthy 
mates for the local degenerates. The alderman would all wear 
horns under their woolen nightcaps after this visitation. The 
(fat, of course) wife of the innkeeper had fallen out of the 
hayloft while rehearsing the Balcony Scene with one of the 
candle-snuffers; the "Kings" from the historical plays, the "Dukes 
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of Albany and Cornwall," the "gentleman who crows the cock 
in Hamlet" were already on hand. No names were called; the 
actors were left anonymously disreputable so that any might 
withdraw from the Jubilee plans at any time without a stain on 
his character. This maneuver gave Garrick considerable trouble, 
for the actors were reluctant to brave the scorn of the Public 

Adviser, the official source of theatrical news. 
The denunciation of dilettantism, vulgarity, and theatrical 

guile led up to the crux of the matter: Actor versus Scholar. 
Ranged against this overt evil and the impudence of the actor, 
who had, on the basis of his transient notoriety, declared himself 
the steward of Shakespeare's glory, were—the Scholars. The 
proper choice for Steward was Samuel Johnson. No ephemeral 
stage work could rival the eternal values of written commentary. 
Johnson took no part in the undignified hassle; he and Garrick 
never took their differences before the public. But his lines were 
written for him. Mock-Johnsonian tirades threatened to come 
to Stratford and "in the midst of Jubelaean Pomposity suspend 
[Garrick] by the femoralian Bondage from the most exalted 
Branch of the dramatic Mulberry—a waving Spectacle of Ridi
cule to the World." 

In the Public Advertiser of July 31 appeared "Shakespeare's 
Feast," later claimed by Steevens as his own. It covers a wide 
range of those subjects satirized by stage and press. It derides 
Garrick's forthcoming ode to Shakespeare. A parody of Dryden's 
ode "Alexander's Feast," it places Voltaire in the role of Dryden's 
musician Timotheus and gives the roles of Alexander and Thais 
to the Mayor of Stratford and his wife. Thus the Jubilee is 
under the control of Shakespeare's enemies. The first song 
degrades Shakespeare by identifying him with Garrick, dubbing 
the actor "A Present Shakespeare!" The second song ridicules 
the new dealers in biographical sophistry, especially those who 
busy themselves cleaning up that old deer-stealing episode. The 
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third foments rebellion against the established critics of Shake
speare, and thus accomplishes the final destruction. 

A jingle named "The Discovery" listed fifteen pen names of 
those who wrote "against the mulberry tree," assigning them 
all to Steevens; the initials H. S. W. are signed to it, but the 
publisher Woodfall in a note disclaimed authorship of the lines. 
On August 28 a letter signed by Steevens teasingly invited the 
conclusion that he had indeed written them all, although all it 
actually professes is a denial that the author was George Alex
ander Stevens, a lecturer and writer. Certainly Steevens per
suaded the public that the writings were his. On August 23 
there appeared the crux of his argument, signed "Zingis," one 
of the pen names mentioned in "This Discovery." 

If this Jubilee is meant to be a serious Meeting in honour 
of the greatest Poet ever born in any Nation, or in any Age, 
why were not literary Men placed at the Head of it? If an Ode 
was to be written, why was not Mr. Gray, Dr. Akenside, Mr. 
Warton, or Mr. Mason, requested to furnish one? . . . Are the 
Universities supposed to be interested in the Occasion? Are 
Men of Learning the most insufficient Preservers of the Reputa
tion of a Poet? Shakespeare, 'tis true, wrote chiefly for the 
Stage, but does it follow from thence that he is entitled only 
to histrionic Honours?" 

In serious tone it asks Woodfall to stop publicizing the affair 
which did not warrant public attention. Unless someone put a 
stop to the travesty, Garrick would turn Shakespearean criticism 
over to "a Fraternity of Tradesmen." 

Although the literary products may seem feeble epigones of 
Pope and Swift, the Jubilee opposition still wrote in the Age 
of Satire, when that genre had more vigor than other forms. 
Their allusions are as complex as those of The Dunciad, the 
writings, even for family periodicals, as fraught with what might 
be called excretory insult. The problem of the complexity may 
be illustrated by one of the mock pastorals which was printed 
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often as a chorus sung by the Stratford burgesses after they 
had chosen their Steward in bibulous session. 

Come, brothers of Stratford, these flocks let us shear, 
Which bright as if washed by our Avon appear! 
The coolest are they who from fleeces are free, 
And who are such trimmers, such trimmers as we? 

Sing tantarara, shear all, shear all. 

The five stanzas, deft and rhythmic, continue the metaphor of 
shearing, impugn the virtue of Stratford females, and ally 
Garrick with the conniving. The actual signed accounts of the 
Jubilee make no report of Stratford greed and extortion, but tell 
of excellent hospitality, yet it is no wonder that later readers 
have taken as fact what was meant to be read as the legitimate 
excesses of satire, for it is often difficult to assess the degree of 
accusation. The model for this pastoral was Garrick's most 
popular lyric from his musical versions of Shakespeare, Perdita's 
song from his adaptation of The Winters Tale. Its use clearly 
implies that he made a good thing out of his popularizing Shake
speare, but deeper iniquities also may be implied, for the lyric 
was lifted in part from Macnamara Morgan's stage version of 
The Winter's Tale and Garrick never acknowledged the debt.28 

In similar vein, all George Keate's life and works were drawn 
into the fight. Fake wills, mulberry wig blocks for legal block
heads who fancy themselves as poets, ridicule of his literary 
borrowings from Drayton, Holyoake, Holland, and others, letters 
from jailbirds written in phony French dialect, ironic linking 
with Vauxhall and the low ways of the public gardens all seem 
to imply contemptuous insult. 

But one may read too heavily the personal element in these 
newspaper battles. One biographer states that Garrick never 
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spoke to Steevens again after his satirizing of the Jubilee, but 
this is not true. The two men worked on a stage adaptation of 
Hamlet shortly after the Jubilee. George Keate did not terminate 
his friendship with Steevens because of his "brutal attacks," but 
placidly continued to hold him in regard, and Steevens remem
bered him in his will. Charles Dibdin recalled the Jubilee with 
bitterness, but in 1770 asked Garrick to stand godfather to his 
son Thomas. Grounds for agreement about the Jubilee were 
more important than the grounds for disagreement. 

Material from the Public Advertiser was freely reprinted in 
other periodicals, which added or subtracted according to edi
torial policy. Lloyd's Evening Post and the London Chronicle 
each index about fifty articles on the Jubilee in the last six 
months of the year. Short paragraphs, official advertisements and 
announcements, and some letters are not indexed but add to the 
bulk. Available copies of the London Evening Post indicate a 
similar editorial policy of publishing in quantity the attacks, 
answers, poems and news items. By comparison the Whitehall 
Evening Post is more temperate; the more virulent satire did not 
appear, the most rapturous puffs were cut—but the volume is 
comparable. The St. James Chronicle is 100 per cent pro-Jubilee. 
Papers with special interests, such as the Middlesex Journal, 
devoted almost entirely to the Wilkes question, used the Jubilee 
to comment on their own interests; this paper traced the cause 
of Garrick's madness to his political affiliations, and parodied his 
ode to sneer at the idea that "little Davy" and Shakespeare were 
one in spirit. 

Monthly magazines, as opposed to newspapers, concentrated 
more on the dignified aspects, and some material of lasting 
interest was elicited by the event. The Gentleman's Magazine 
for July carried a full-page print of the Birthplace, the first 
picture of that now famous landmark, accurate and realistic 
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even to the joints of meat in the butcher shop of the Hart family. 
The Oxford Magazine and Town and Country dealt in the 
"vision literature" common in publications of the day: a vision 
of Voltaire led in chains at Stratford, a vision of judgment in 
which mulberry wood was portioned out in accordance with 
merit in Shakespearean interpretations. The London Magazine 
prepared a special edition for sale in Stratford with biographies 
of Shakespeare and Garrick tending to mold them into national 
heroes. The Universal Magazine and the weekly Literary 
Register gave full coverage after the event but took no part in 
pre-Jubilee publicity. The Court Miscellany before the Jubilee 
printed only Shakespeareana. Scottish reprinting of London 
comment before the Jubilee was almost altogether favorable. 
The Annual Register announced the fact of the Jubilee and with 
no editorial comment printed Garrick's Ode to Shakespeare and 
"The Devil's Definition" by Foote, leaving posterity to judge 
between them. Over all this there poured a flood of verse and 
song lyrics, much of the satire almost unprintable by standards 
of modern taste, much of the eulogy almost unreadable in its 
limping bathos. 

Turning from the overenthusiastic puffs emanating from 
Jubilee headquarters and the overly malignant satire of the 
organized opposition, one gets a breath of fresh country air from 
the pages of Jopson's Coventry Mercury. One gets as well a new 
picture of the Jubilee. Coventry is only nineteen miles from 
Stratford. John Keating, Stratford printer, had an interest in 
the Mercury and probably was responsible for the wealth of 
news that went to Coventry from Stratford, where there was at 
the time no newspaper. The Mercury, like a good country news
paper, gave the public what it wanted. It was no watered-down 
version of the London Post. The Wilkes question and the rioting 
in Massachusetts are set in perspective with other matters closer 
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to the heart. Bankruptcies, auctions, and sales in the neighbor
hood get the headlines, though local names, local weather, local 
news are spiced with accounts of sensational trials, the births 
of monstrosities, descriptions of Maria Therese, the "Corsican 
Fairy" who weighed twenty-six pounds full grown, and the 
equally unusual Patagonian giant on display the next year. 

As for art and high society, the books advertised are joke 
books, books of home remedies, and the Book of Fate: or the 
Universal Fortune Teller. A few official odes by William White
head, the poet laureate (somewhat cut), and one short verse 
by James Thomson make up the poetry. Almost no theatrical 
news interested Coventry except that someone had thrown an 
orange at the Royal Personage in the theater, and henceforth the 
King would attend only oratorios where the conduct was more 
decorous. To all these generalizations the Jubilee was the 
glorious exception. Jubilee poems were news. Jubilee books 
were reviewed. Jubilee performances in the London theaters the 
next season were news, and local people journeyed to see them. 
The great of the land, the great of the stage, became household 
words in Coventry if they attended the Jubilee. More than 
any drummed-up peasant winsomeness, more than any contrived 
defense or glamorizing, the Mercury offsets the satirists' picture 
of the vicious peasantry that gave the Jubilee a home. If the 
countryside knew little of Master Shakespeare (the Stratford 
boy kin to Hart, the butcher, who made a name for himself 
sometime since in London), the Mercury with shy tact set about 
informing its clientele. If one knew little of those stage folk, 
read the Mercury. What beds were being aired for lords and 
ladies? The Mercury's gentle readers were kept au courant. 
Accounts of preparations in Stratford almost tremble with 
anticipation as the Mercury tells of the joy with which rural 
England for miles around took the Jubilee to its heart. 
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T H  E SUMMER'S WORK 

Garrick, Mrs. Garrick, and his brother George went in June 
to Stratford to launch the final stage of preparations. The date 
was set for August 6, when one could expect good weather. 
Garrick had been ill in the spring, but his health was improved 
and he was full of optimism and charm. He had planned long 
and well. Having set the wheels in motion, he returned with 
his wife to London tasks, leaving George, business manager of 
the Jubilee, to direct work in Stratford. The problem was to 
transform the little town of 2,287 inhabitants into a vast stage 
and tourist hotel combined, where every townsman and guest 
should act and dress their appointed roles. 

George Garrick's devotion to his gifted brother was a byword, 
but that summer David could better have used a better man. 
George took a house at the southern end of the street parallel 
to the river along which the procession was to march. The house 
was contiguous to the College where preparations for the pageant 
took place. This ancient building stood west and a little north of 
Trinity Church; College Street now marks its old location.29 In 
1769 the College was unused, and it was taken over as head
quarters for Jubilee work. There were ample living quarters 
for imported artisans, and high walls prevented premature sight 
of the triumphal cars and scenic effects being painted, gilded, 
molded, and hammered into shape in the close. 

The greatest project was the Rotunda, a building to house 
major Jubilee performances and balls with a stage that could 
accommodate a hundred performers and a dance floor large 
enough for the thousand guests that were expected according to 
the June estimate. Bomstead Mead was the spot chosen. We 
would locate the site today between the present theater and 
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the footbridge in the Bankcroft Gardens; then there was no 
canal, no footbridge, no theater—only a heavily wooded tract 
on the banks of the Avon above Clopton Bridge. Permission 
to fell the trees was given by the Duke of Dorset, High Steward 
of the Borough, and by Mr. Dionysus Bradley, who held a lease 
on the trees. When one thinks of all that was said about the 
fall of one mulberry, it may seem ironic that a hundred great 
trees that had sheltered the Bard fell to make space for that 
three-day mushroom of a Rotunda. But of course it was not 
meant to be a temporary affair. There were grand ideas of a 
permanent temple to Shakespeare. 

Certainly the plans were grand. Latimore, who later assisted 
Robert Adam, designed the Rotunda, and Boar, London archi
tect, assisted in executing the design. It was to be of classical 
design suggesting a Roman circus, and "to please modern taste" 
it would also suggest the recently erected Ranelagh Rotunda 
in the public garden. It lacked but ten feet in radius of being 
as large as Ranelagh. Johnson of Drury Lane was two months 
molding the chandeliers holding eight hundred candles apiece. 
Crimson velvet draperies for the interior were the talk of the 
country. It would be a temple to Shakespeare beautiful beyond 
dreams. Work on the building was very slow in starting. In 
other areas there was much hammering; a summer house like a 
Chinese pagoda arose on the river bank, sheds for fireworks, 
auxiliary kitchens —but George could not get the Rotunda 
under way. 

Garrick knew the importance of light. Even his critics 
accorded him praise in stage lighting. He placed in competent 
hands the lighting of the great stage that was Stratford town. 
Benjamin Wilson was general artistic director. French of Drury 
Lane was in charge of lighting, assisted by Porter, who executed 
the sets for spectacles at Sadler's Wells. They spent the summer 
in Stratford. French was a pupil of Loutherberg, the famed 
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stage designer who himself joined the staff of Drury Lane five 
years later. From him French had learned the power of light 
to glamorize, to alter the sense of volume, to solidify or dissolve 
a given space. Loutherberg could bring to the closed box stage 
a suggestion of infinite, mysterious spaces, and his pupil had 
mastered the elements. Garrick set a magician to achieve the 
effects of portentous mystery he wanted for Stratford. One of 
the revolutionary changes in lighting instituted by Garrick at 
Drury Lane involved the use of transparencies, large pieces of 
colored silk painted so as to provide additional sets when lighted 
from the front, to fade from sight when lighted from behind, 
to color and soften direct light, to impart to it the tremulous 
movement of the soft fabric. The effects had startled sophisti
cated London audiences. Transferred to Stratford, they flabber
gasted the natives. 

French had somewhat the same effect. Robert Bell Wheler, 
who had his Jubilee stories by direct inheritance, speaks of 
French's artistic temperament. His moods varied from merriment 
to intense depression. "Mr. George Garrick's company was 
sometimes indispensable because the gaiety of his conversation 
stimulated the exertions of French who was particularly fond 
of his society." French, "being addicted to inebriety," demanded 
that he allowed to drink on the job.30 The potboys of Stratford 
kept him in supplies, contending among themselves for a chance 
to see what went on behind the walls of the Collegiate close. 

Meanwhile in London Garrick had problems. So rare were 
the examples of co-operation or enthusiasm among his associates 
that biographers have noted the exceptions to the general rule 
of disapprobation. Friends advised retreat, enemies gloated over 
the coming disaster. James Lacy, copatentee of Drury Lane, 
opposed the Jubilee every step of the way. What Garrick's own 
money and efforts could accomplish was done. He marshaled 
armies of designers, seamstresses, printers, draymen. John 
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Cheere cast in lead the statue for the north gable, using as his 
model a replica of the Westminster statue made for Lord 
Pembroke to exhibit at Wilton. Garrick's portrait was painted 
by Gainsborough, and Garrick tried to persuade him to paint 
the companion portrait of Shakespeare for the town hall.31 

When it was evident that Gainsborough's refusal was final, 
Benjamin Wilson was commissioned. The Wilson picture 
showed the poet seated in an antique chair in his library, his 
armorial bearings on the window behind him, the source books 
of his plays about him on the floor. It was a rather dull piece 
of work if the reproductions do it justice; both paintings were 
destroyed by fire in 1947. But the Gainsborough portrait, which 
was Mrs. Garrick's favorite of all the portraits, truly represents 
the Jubilee mood. Garrick stands against the classical back
ground of Wilton, his arm about a pedestal that supports a bust 
of Shakespeare. The feet are jauntily cocked and the very 
foliage near them is a bit overexuberant. The intimacy and 
adulation of the foreground carry the Jubilee message. 

He wrote his Ode upon Dedicating a Building and Erecting a 
Statue to Shakespeare and made a careful selection of praise of 
Shakespeare from the writings of critics, "Testimonies to the 
Genius and Merits of Shakespeare," which were prefixed to the 
ode in its printed form, and which set a precedent for printing 
such selections in serial form in periodicals and as an accepted 
feature of subsequent editions of Shakespeare's works. He 
worked with Thomas Arne in the composing of the musical 
accompaniment of the ode. The King and Queen commanded 
a performance at St. James's Palace. He wrote proudly, "I have 
read ye Ode to ye King & Queen, & I met with much approba
tion. I was 3 hrs & a qr with them."32 Later in the summer they 
commanded a second performance, and offered for use at Strat
ford the special lamps made for outdoor entertainment when 
the King of Denmark had been feted at Richmond the year 
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before. Garrick's friend, Domenico Angelo, had designed the 
fireworks for that fete, and now was commissioned to outdo his 
best efforts in Shakespeare's honor. 

Since Garrick looked upon the Jubilee as a theatrical per
formance in toto, all comers must have lines and costumes. He 
designed medals and favors to be worn, and saw to it that they 
were specially made. Jackson of Tavistock Street, London, 
would transport to Stratford his entire stock of fancy dress 
costumes to be rented for the balls. For lines and actions of 
the mass, Garrick decided to return to medieval pageantry of 
marching and singing in the streets. Bishop Percy's Reliques 
of Ancient English Poetry (1765) gave him models for his 
songs, and he wrote Shakespeare's Garland, a book of ballads to 
be learned quickly and easily. The appeal of his songs varied; 
some were "tender and pathetic," some were "full of sly turns," 
some were for marching, some for singing in extemporary group 
harmonizing, some were written for the "antique" dancing. A 
corps of popular composers provided suitable "antique" tunes, 
and the songs swept the country. Thomas Becket of London 
was appointed official bookseller to the Jubilee; he handled the 
sale of the Ode and the Garland, the special edition of the 
London Magazine, and Mrs. Elizabeth Montagu's Essay on the 
Genius and Writings of Shakespeare, published anonymously 
that year. 

There was dissension in the ranks. The composers quarreled. 
Actors, unnerved by satire from press and stage, were reluctant 
to take part. The publicity had another effect that was to prove 
all but disastrous. Puffs, rumors, and attacks offered such promise 
of excitement in Stratford that reservations far exceeded expecta
tions and far exceeded the number little Stratford could con
veniently house. Problems of materiel, logistics, and housing 
grew with the list of guests. Problems of inertia and opposition 
grew in Stratford. Problems of local dignity, rank, and precedent 
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swelled all over the countryside. Manpower had been gravely 
overestimated and the Jubilee had to be postponed a month. By 
then the great comet of 1769 was burning in the September 
sky and local weather prophets were predicting storms "from a 
flick of its tail." The crowds of early arrivals seriously hindered 
work. When Joseph Cradock arrived, he found what seemed 
like hopeless confusion.33 The Drury Lane stage lights were 
smashed in the streets by incompetent handling, and he saw no 
possibility that the Rotunda would be ready for the celebration. 

As the great names were added to the list of prospective 
visitors, Jopson's Coventry Mercury preened itself and rejoiced. 
New peers had great trouble getting reservations, it observed 
with a newly acquired worldliness. Stratford housewives grew 
daily in importance. Mrs. Sharp, wife of the first mulberry 
carver, prepared to receive Lord and Lady Pembroke and the 
Honorable Mr. Charles Fox. Her neighbor in Chapel Street, 
Mrs. Hatton, next door to the ravaged New Place, made ready 
for the entourage of the Duke of Dorset. The greengrocer 
courageously agreed to house the Angelo family with its aura 
of gunpowder and mystery. Admiral Rodney would stay at 
Whitmore's house in Swine Street. Mrs. Evetts, the baker's 
wife, could not enjoy the prospect of nobility but the Joseph 
Cradock party was no mean prize and she had a vicar into the 
bargain. Never before had the butcher's family in Henley 
Street known such reverence, for their name was Hart, they 
were lineal descendants of Shakespeare's sister, and their shop 
and residence was the Birthplace. Half the Birthplace, at any 
rate. The building then was divided and part was occupied by 
the inn, the Swan and Maidenhead. Although Stratford even 
in Jubilee enthusiasm made it clear that the precise room in 
which Shakespeare was born was not known, the room now 
displayed was considered the best guess, and here Thomas 
Becket set up shop with Jubilee books for sale. 
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The Garricks were to lodge in the comfortable and hospitable 
home of William Hunt, the town clerk. The full story of Hunt's 
devotion to the Jubilee can be read only in his correspondence 
preserved in Stratford. No one but Garrick worked harder. The 
correspondence reveals the crises with which he coped; recorded 
facts prove how well he handled them. It was his ungrateful 
task to prod the inert and to soothe local vanities, to restore 
peace and to keep people on the job. A road was being built 
from Dudley to Stratford over an old Roman road. While the 
Public Advertiser could take time to complain that it was an 
insult to the Bard to call it Shakespeare's Road, Hunt saw that 
the road was built and answered complaints from neighboring 
communities that felt that Stratford should pay the entire cost 
since Stratford was getting all the glory. 

The Reverend John Fullerton, to whom the College property 
had come by inheritance, wrote in wrath from Wilts to ask why 
George Garrick had installed throngs of workmen in his prop
erty. He cited rumors of grave damage and strange goings-on. 
"What right Mr. Garrick ever had to the keys I am quite a 
stranger to," he wrote.34 Hunt so placated Fullerton, however, 
that work went on and the reverend gentleman even came 
to join the festivities. 

Letters from irascible people asked special favors. For example, 
the Reverend Richard Jago wrote asking to be allowed to attend 
rehearsals. The request posed a problem. He was not a man 
lightly to be given offense. Yet he was hand in glove with the 
Jubilee satirists and might do harm in public relations if he 
knew Jubilee secrets. Somehow amity was preserved. The 
Mercury could take its tone of innocent and unabashed snobbery, 
but Hunt had to be wise as the serpent. 

John Payton was another heroic figure. He was host at the 
White Lion Inn. He gambled heavily on the Jubilee, and if 
he realized a profit on his investment, he earned it. Payton was 

32 



What Was the Stratford Jubilee ? 

the sort of man who draws a bon mot like a magnet. If anything 
witty was said, it was attributed to him, for it made a better 
story if he said it. Whether from his own original wit or not, 
he named the rooms at the White Lion for Shakespeare's plays 
and gave both visitors and the dramatists of next season much 
opportunity for double-entendre.35 He drew work to himself in 
the same magnetic way. He was host at the largest inn, and 
presided over the hospitality of Jubilee headquarters. He was 
official agent for the renting of private rooms and caterer for 
the Jubilee banquets at the Rotunda. He brought the famous 
chef Gill from Bath to cook the 327-pound turtle which Garrick 
needed to make jokes and toasts based on turtle-symbolism. 
It was cooked in the lower part of the town hall, and smelled 
rather more strongly than some citizens could enjoy, but at any 
rate it did not disturb the White Lion. Cooking turtle in wet 
weather can produce a clinging aroma, but Garrick had sent an 
expedition out into the deep for the beast and it had to be 
cooked, rain or no rain. Some people said their turtle was not 
turtle, but that contretemps came of feeding two thousand people 
when one thousand had been expected, and it only gave grounds 
for more jokes next season about mock turtle. Pay ton did what 
he could. He imported three hundred waiters to augment his 
regular staff. He ordered more and yet more sedan chairs from 
Bath and London. When it became evident that one thousand 
guests would be only a fraction of the total number, he ordered 
1,500 beds from London alone. I am not sure the entire emer
gency order was filled, but he tried. To anyone of fashion a 
hairdresser was a necessity; these came in such numbers that 
at times they seemed to dominate Jubilee proceedings. There 
was much jesting about the comfortable quarters of the race 
horses brought for the running of the Jubilee Sweepstakes as 
compared to the plight of some two-legged visitors, but ordinary 
horses did not fare so well. Days before the Jubilee opened, the 
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stray horses in the streets had become a real danger; Payton 
added this problem to his other duties. 

Some people had taken houses for a month so as to be able 
to entertain during the festive days. Towns and estates for 
miles around bulged with humanity. I have never seen an 
estimate of how many persons James West actually received at 
Alscott Park. Tradesmen of all sorts came to ply their trades, 
to see what could be seen in the streets by day, and to sit up 
all night watching the great comet. The multitudes, said the 
Mercury, were "inconceivable," and still the roads for miles 
around were filled "as if an army were on the march." 

Then came the actors in a wonderful cavalcade of riders and 
coaches, 140 of them, said one report, and actors off stage have 
a well-known quality of seeming larger than life. Kitty Clive 
had retired a few months before, but was making a Jubilee come
back. Primed by the Mercury, the knowledgeable villagers were 
ready to cheer through the streets the handsome actors, the 
beautiful leading ladies, famous wits, noted musicians whose 
combined brilliance dazzled even sophisticated visitors from the 
city. Carriages, their doors adorned with noble arms, disgorged 
countesses and their trunks on lowly doorsteps. A London 
apprentice came; he had run away from his master leaving a 
note saying he would return and take his punishment but he 
"could not resist the jubilee." And James Boswell in London 
felt the tug "as of a whirlpool." Attics, lofts, henhouses were 
made to do service as lodgings. "Many respectable persons were 
lodged in the alms tenement." And the cry was still, "They 
come!" 

Evening darkened. The transparencies were lighted to greet 
the Jubilee eve, and the world of illusion engulfed the little 
town. The town hall was transformed. Its hundred concealed 
lamps fired into life Caliban, Lear, Pistol, and Falstaff. Sur
rounding a snorting Pegasus, the central device read: "O for a 
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Muse of fire!" In Henley Street a blazing sun burst from the 

painted clouds: 'Thus dying clouds contend with growing 

light." One brawny workman made himself famous. He was 

carrying a bass violin to the Rotunda when a bystander asked 

where he was going with the strange object. "To the resurrec

tion of Shakespeare," he answered, and a chortling press reiter

ated his malapropism into fame. For the joke cut two ways. 

Beyond the Rotunda the fields long familiar to his sight had 

vanished. There in sinuous silk Shakespeare gleamed with 

eerie light and moved with eerie life. Connoisseurs recognized 

the work of Sir Joshua Reynolds, and townsmen had helped 

nail it in place, but disbelief was suspended in the floods of 

magic light. 

The streets sounded with music and the lanes echoed with 

the gaiety of private soirees. "The drums are beating beneath 

my window," wrote the correspondent to the Mercury, "and all 

is a perfect tumult of satisfaction." 
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BOSWELL VERSUS DlBDIN 

O  F THE many eyewitness ac
counts of the Jubilee, that of James Boswell is perhaps the 
most rapturous and that of Charles Dibdin the most cynical.1 

Although Dibdin's story was written thirty years after the event, 
he protests that it "may be depended on as correct and faithful." 
He should have been in a position to know the inside story, for 
he was "consulted from first to last" in the preparations. Boswell 
was only an observer, but he was the ideal observer with a fine 
eye for detail and a quick reaction to personalities. His story 
was written during and immediately after the Jubilee in his 
private journal and for the public press. Both Boswell and 
Dibdin bring to the telling of the tale real feeling and a keen 
sense of personal involvement, and yet their versions differ so 
widely that the two points of view may serve as a sort of 
stereopticon to bring the affair into three-dimensional focus. 

Charles Dibdin was one of the corps of composers who sup
plied Garrick with tunes for Shakespeare's Garland, the ditties 
designed for group singing at the Jubilee with lyrics mostly by 
Garrick plus a few by Jerningham and Bickerstaffe. Dibdin 
was a popular composer and a fluent one. With his auto
biography he published six hundred songs selected from his 
complete writings. The other composers in the group were 
Ailmon, Aylward, Barthelemon, and Boyce—all of them popular 
writers representing no mean competition. Dr. William Boyce 
would today be judged the best of the group, and he had already 

39 



Garrick's Jubilee 

had considerable experience writing for some forerunners of the 
Jubilee. He set to music William Havard's Ode to Shakespeare, 
forerunner of Garrick's ode, and wrote the music for Harlequin's 
Invasion, another forerunner of Jubilee procedure. That panto
mime included "Heart of Oak," a sea chanty with words by 
Garrick which is not yet forgotten. Dibdin, however, consid
ered himself a cut above the others. He objected strenuously 
to Garrick's assigning a lyric to several composers and choosing 
the product that best suited his purpose for the Garland. Just 
what that purpose was was clear enough in Garrick's own mind, 
but, being no trained musician, he had difficulty in conveying 
the idea to his staff. Garrick had read Percy's Reliques, and had 
modeled his lyrics on the old English songs he found there. The 
flavor of antiquity was meant to waft the Jubilee back to the 
proper historical era. He wanted melodies that would reinforce 
his antiquarian interests without offending modern taste or 
putting a strain on modern ears, and melodies that could be 
picked up at one hearing. This quasi-historical approach was 
something of a strain on Dibdin, who thought he knew how 
music should be written. "I was slave to it for months," he 
wrote. "I set and re-set songs till my patience was exhausted, 
which were received or rejected just as ignorance or caprice 
prevailed." Dibdin always insisted that Garrick could not tell 
one tune from another, and during the writing of the Garland 
might cheerfully accept one morning a tune he failed to recog
nize as the very tune he had categorically rejected the night 
before. To ignorance and caprice Garrick added a vanity that 
caused many a crisis, as on the day when Dibdin praised the 
lyric "Sisters of the tuneful strain" as the best of the lot only 
to find that it had been written by Jerningham, not Garrick. 

Dibdin owed Garrick money, and only the debt kept him 
from abandoning the trying work. If he showed signs of rebel
lion, Garrick cracked that whip over his head. And for all his 
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work he was paid twenty guineas, and spent twenty-six pounds 
on the trip to Stratford. How "correct and faithful" this story 
is, one cannot tell; certainly Dibdin can be proved wrong in 
his statement that Thomas Arne was paid no more than he, for 
Garrick's correspondence contains Arne's receipt for sixty guineas 
paid for the ode alone. Anyway, Dibdin's picture of backstage, 
life is an ugly one, soured by grudges kept warm for thirty years. 

Boswell, on the other hand, approached the Jubilee in festive 
mood. Not long before, he had made his trip to Corsica and 
had met the celebrated patriot Paoli, who was so much admired 
at the time that recipes in the ladies' magazines were named 
for him. BoswelFs book on Corsica, as the newspapers even 
at the moment were saying, was in a third edition with seven 
thousand copies sold, and the French and Dutch translations 
were announced. He had deeper cause to rejoice, for he had just 
won promise of the hand of his loved cousin Margaret Mont
gomerie. The summer sessions of the Edinburgh court over, he 
set out for London pleased with himself and with all he saw. 
His primary reason for going to London was to get medical 
treatment, but his spirits were high and the very sight of London, 
as always, sent them even higher. 

He arrived in the city on Friday evening, September 1, 
resolved not to go to the Jubilee, but he soon succumbed to 
the "whirlpool of curiosity, which could not fail to carry me 
down."2 Next morning he went to the office of his physician 
to postpone treatment until after he should return from Stratford, 
and went to the shop of an embroiderer carrying a paper pattern 
he had devised for a Corsican cap. He had determined to attend 
the Jubilee masquerade ball dressed as a Corsican chieftain. On 
Sunday he had dinner with his physician, Sir John Pringle, 
who manifested little sympathy with the Jubilee and kept the 
conversation on the barbarities of Shakespeare and the bad 
manners of the citizens of Edinburgh. Monday Boswell bought 
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and borrowed his Corsican costume: scarlet waistcoat and 
breeches, a coat with a Moor's head (the crest of Corsica) 
ringed with laurel (presumably Shakespeare's), black spatter-
dashes, musket, stiletto, pistol, and cartridge pouch. The cap 
turned out well, with a blue cockade and feather on one side 
and VIVA LA LIBERTA embroidered in gold letters on the front. 

Then he found a perfect treasure, a staff for climbing Corsican 
mountains, fatefully carved with the Avonian swan. He was 
not long in grasping this amazing fusion of symbols. He paid 
six shillings for the staff, and after the bargain was closed, 
confessed to the shopkeeper, "Why, Sir, this vine is worth any 
money. It is a Jubilee staff. That bird is the bird of Avon."3 

On Tuesday morning he set out for Stratford, lost his pocket
book, found it again, and arrived Wednesday noon in a real 
Jubilee frame of mind. 

Not so Dibdin. As Garrick left for Stratford, Dibdin had 
staged a grand rebellion, asking that his songs be returned, 
refusing to complete one of Garrick's projects assigned to him 
when it was too late to assign it to anyone else. Garrick had 
written a morning serenade, "Let Beauty with the sun arise, / To 
Shakespeare tribute pay." It was to be sung under the windows 
of reigning beauties and the more noteworthy visitors, and was 
to set the whole tone of ye Olde English rustic festival. After 
Garrick left, Dibdin reconsidered, fearing Garrick would repre
sent his refusal as "a meditated insult to the public." 

I therefore changed my mind, set the words, with accompany
ments, as everybody knows, for guitars and flutes, got down to 
Stratford the evening before the Jubilee, made the musicians 
sit up all night, and as soon as it was daylight we sallied forth 
as a band of masqueraders, and to the astonishment of Garrick 
serenaded him with the very thing he had set his heart upon, 
but which he had given up as lost. 

Why professional musicians should have to sit up all night 
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learning music anyone can read at sight is not explained. Be 
that as it may, no sleep and a diet of crow made an inauspicious 
beginning for a festive occasion. 

W E D N E S D A Y , S E P T E M B E R F I F T H 

Wednesday dawned fair and clear. Thirty cannon on the 
banks of the Avon announced the Jubilee dawn. All the bells 
of Stratford rang, and the mummers sang merrily under the 
windows of William Hunt's home, where lay the Steward. 
These dawn ceremonies have been reverently preserved in later 
Jubilees. As the masquers moved through the town, early risers 
joined them and joined the serenading beneath the windows of 
dukes and earls and society beauties and current celebrities. 
Even Dibdin was moved to surprise by the "large assembly of 
elegance and fashion." 

Very early the burgesses assembled at the Guild Hall and 
transacted a traditional duty of the day which had no connection 
with the Jubilee—the election of a mayor for the coming year— 
before they marched in full regalia to the new Town Hall. In 
the large upstairs ballroom the morning light flickered dramat
ically through the transparencies that filled the windows and 
fell on the two new portraits of Garrick and Shakespeare, as 
William Hunt delivered to the Steward the insignia of his office, 
a wand of mulberry wood and a medallion carved from the wood, 
saying, "Sir, You, who have done the memory of Shakespeare 
so much honour, are esteemed the fittest person to be appointed 
the first Steward of his Jubilee." And at the words all the cannon 
fired again and all the bells rang. 

During breakfast served in the ballroom the drums and fifes 
of the Warwickshire militia played for the first time Dibdin's 
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ballad "Warwickshire." It was to become the hit tune of the 
year, part of London stage and social life, yet remaining pecu
liarly and officially the property of the Warwickshire militia; for 
it is still the regimental quickstep, and has gone around the 
world with Shakespeare's embattled townsmen. Boswell happily 
judged it "a ballad of great merit of its kind, lively, spirited, full 
of witty turns and even delicate fancies. Mr. Garrick's words 
and Mr. Dibdin's music went charmingly together and we all 
joined in the chorus." The chorus sings: "The Will of all Wills 
was a Warwickshire Will," "The man of all men was a War
wickshire man," and—determined to whitewash the deer-stealing 
episode—"The thief of all thieves was a Warwickshire thief," 
for he had stolen not only the deer, but also all the beauties 
of Nature. 

At eleven o'clock all marched in solemn procession to the 
church that had rounded the cycle of Shakespeare's life, and 
there placed wreaths and garlands on the bust, so many that 
one observer said the bust peeped from the shrubbery like the 
god Pan. Then the audience heard Dr. Thomas Arne conduct 
a corps of brilliant musicians through the score of his oratorio 
Judith, book by Isaac Bickerstaffe, dedicated to Garrick.4 Dibdin 
found no fault with the music, "one of the noblest compositions 
that ever stamped fame upon a musician." He did, however, find 
fault with Garrick's scheduling the oratorio at this point in the 
program. "Its beauties were not felt." Even Joseph Cradock 
found it a bit dull for a day of gaiety.5 Garrick's Vagary: or 
England Run Mad, one of the pamphlets on the Jubilee that 
stocked the London bookstalls a few weeks later, ironically 
protested that it was perfectly appropriate, a compliment to 
Shakespeare's older daughter, for there was no oratorio named 
"William." But Boswell, at least, was not bored with religious 
observances on such a day. He wished, on the contrary, that 
prayers and a short sermon had been added to express appropriate 
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gratitude to the Creator. If a twentieth-century reader finds an 
oratorio inappropriate to a festive occasion, he forgets the place 
of the oratorio in eighteenth-century social life. Shortly after 
Garrick's Jubilee, a jubilee was held in West Wycombe in 
imitation of Garrick, the purpose being to dedicate a temple 
(i.e., summerhouse) to Bacchus. The oratorio Jephtha was 
given, the guests attending not only the performance but the 
rehearsals as well.6 We might not choose ]ephtha for a 
twentieth-century bacchanal, but in 1769 things were different. 

The religious ceremony past, it was "desired that the Shake
speare favours be universally worn." These were of Garrick's 
design, a medal to be worn about the neck, on the obverse a 
head of Shakespeare and the motto "We shall not look upon his 
like again," on the reverse, "Jubilee at Stratford in honour and 
to the memory of Shakespeare September 1769—D. G. Steward." 
Westwood of Birmingham had struck the medals and they were 
worn by all guests and townspeople. Garrick had designed 
rainbow-striped ribbon that had been specially woven at Coven
try. Mr. Jackson of Tavistock Street, London, had set up shop 
in Chapel Street where all returning from the church could 
conveniently read his placard. 

SHAKESPEARE'S JUBILEE 

A Ribband has been made on purpose at Coventry called the 
Shakespeare ribband: it is an imitation of the rainbow, which 
uniting the colours of all parties, is likewise an emblem of the 
great variety of his genius. 

"Each change of many coloured life he drew." 
—Johnson 

Boswell approved. "I dare say Mr. Samuel Johnson never 
imagined that this line of his would appear on a bill to promote 
the sale of ribbands. Since I have mentioned this illustrious 
author, I cannot but regret that he did not honour Shakespeare's 
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jubilee with his presence, which would have added much dignity 
to our meeting." 

Thus resplendent the entire population paraded through the 
town to the Birthplace led by the musicians. The papers as 
well as the visitors commented on the complete democracy in 
the air. Hairdressers and earls, townspeople, runaway appren
tices, lords and ladies and actors all rejoiced together. Garrick 
was sparkling, the air was sparkling, Stratford was at its best. 
The Birthplace in Henley Street was ready to turn an honest 
penny—the Swan and Maidenhead by wetting any throats dried 
by too much singing, the bookshop by selling Shakespeare's 
Garland so all could join in the chorus. Garrick had written a 
special song for the Birthplace and he led the group in singing it: 

Here Nature nursed her darling boy, 
From whom all care and sorrow fly, 
Whose harp the Muses strung. 
From heart to heart let joy rebound! 
Now! Now we tread enchanted ground. 
Here Shakespeare walked and sung. 

Then the parade moved toward the river and entered the 
Rotunda. Outside it still looked a bit thrown together, but the 
banners waved brightly, and within, all flaws were covered by 
the much-talked-of crimson velvet curtains. 

Boswell's story of the Jubilee is redolent of the atmosphere of 
Stratford streets and inns and homes. He moved through the 
town greeting acquaintances from all over England, Scotland, 
Ireland, and Wales. He was naively pleased to meet for the first 
time performers whom he had heretofore seen only on the stage. 
He records his joy at the sight of the lovely ladies and the many 
celebrities, his relish for new acquaintances made in holiday 
mood, his interest in gossip of London business. He reminds 
one that the Jubilee basically was a social event. From other 
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accounts also come pleasant tales of that cheerful day: Of 
admiration excited by eight gentlemen from Dover who dis
played their Jubilee home, a large wagon fitted out as combina
tion sleeping, eating, and living quarters which they had parked 
in a proto-trailer camp as unvexed by the housing shortage as 
snails. Of quick trips to see the horses and place bets on the 
sweepstake race. Of Foote, a great favorite, who was courted 
by the crowds, and who favored them that day with one of his 
most famous jests. A large, stocky man officiously attempted 
to scrape acquaintance with him, and he stared at the man 
coldly and asked where he might come from. "Essex," said the 
man, who must have resembled the draught horses from that 
region. "Indeed?" said Foote. "And who drove you?" 

Dinner was served in the Rotunda with John Payton of the 
White Lion catering. Glees, carols, and catches rang in the hall 
in what Garrick hoped was the true style and spirit of Olde 
England. "Sweet Willy-O" was an instant hit—so "tender and 
pathetic" Boswell thought as he sang, "The pride of all Nature 
was Sweet Willy-O." Dibdin recorded no glow of pleasure at 
the fresh laurels that were his that day. When Stratford pre
sented Garrick with the goblet carved from the mulberry tree 
and mounted in silver, and he responded with a toast in song 
prepared for the occasion, Boswell thought the chorus "very 
fine," and the words later were translated into French by the 
Mercure de France for the edification of Garrick's admirers in 
Paris. Dibdin thought only that Garrick could not sing a note. 
Tune or none, Garrick made the point: 

All shall yield to the mulberry tree, 
Bend to thee 
Blest mulberry. 
Matchless was he 
Who planted thee, 

And thou, like him, immortal be! 
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When the singers adjourned to dress for the ball and then 
returned in the direction of the Rotunda, Stratford blazed with 
light. The great transparencies gleamed in the town, and the 
streets were lighted with a brilliance that was arranged so as 
to increase as one neared the Rotunda. There is a book named 
Splendid Occasions in English History, 1520-1947, in which 
the author, Ifan Kyrle Fletcher, describes twelve of the great 
pageants that have illuminated England, among them the Field 
of the Cloth of Gold, the Progresses of Queen Elizabeth, the 
Coronation of Charles the Second, the Institution of the Order 
of the Bath. Sixth of the twelve is Garrick's Jubilee. For obvious 
reasons Mr. Fletcher concentrates on this evening. Since Garrick 
knew well the value of climax, one can deduce what bravura 
effects must have been ruined by the rain next day from the 
fact that his second-best efforts rivaled in splendor any of the 
pageants England has accorded her monarchs. It stands alone 
in the eighteenth century as a classic example of unclassical 
restraint. Only knowing the dazzle of Wednesday night can 
one realize the disappointment when Thursday's show did not 
come off. Jopsons Coventry Mercury was almost inconsolable, 
although the chance to watch richly dressed peers fall into the 
flooded ditches had its simple pleasures also. But on Wednes
day night Warwickshire crowded the banks of the Avon and 
trembled with awful joy as the handiwork of Domenico 
Angelo, pyrotechnist to kings, shattered forever the quiet of 
the countryside. 

The Rotunda was the grandstand. All along the river were 
temporary buildings fantastically shaped and lighted to achieve 
a harmonious whole. The cynosure was the transparency de
signed by Sir Joshua Reynolds. From across the Avon it glowed 
and moved with unearthly life. Then suddenly in the sky above 
it flared a great sun of shifting colors, and all along the banks 
on both sides rose the sun's comets, flight after flight in rapid 
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succession. Then from the farther bank shot up sheets of flame, 
ear-splitting and brain-dazzling. Then up the river and down 
as far as one could see, long thin sprays of colored light curved 
in perfect rainbows, one of the chosen symbols of Shakespeare's 
genius, a lingering splendor that renewed itself and hung in the 
air. And beneath the arcs the famous old Clopton Bridge had 
its gaudiest night; three turrets had been built where they would 
reflect best in the water below, and along the parapet raced 
blazing serpents, from shore to turret, from turret to turret, 
miraculously coiling themselves and returning to shore. 

The Rotunda needed stage-lighting to give it glamor. Inside, 
the enormous candelabra shone on acres of gold paint and 
crimson velvet, on gorgeous dresses moving in the country 
dances that Garrick considered more "antique" and "English" 
and better suited to the occasion than court dances. Special 
music had been written for these dances, and they became a fad 
in high society. John Payton did not stint the toasts to the Bard. 
Toasts and ancient songs and antique dances continued till three 
o'clock. Then the lights went out, leaving the great comet, 
outshone for a time by earth-bound luminaries, to come into 
its own.7 

T H U R S D A Y , S E P T E M B E R S I X T H 

Two hours' sleep and the cannons roared again. The bells 
rang and the masquers sang, "Let Beauty with the sun arise, To 
Shakespeare tribute pay." "What sun?" said Beauty, and went 
back to sleep. Rain was falling in torrents, as the country folk 
had predicted, from a flick of the comet's tail. This was the 
day set for the procession of Shakespearean characters to crown 
the new statue. Expensive costumes brought from London, 
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elaborate stage properties all summer in the making, actors 
cajoled and lured to Warwickshire to walk the parts—and now 
this! This was the day for the performance of Garrick's ode, 
and his barber, unsteadied by toasts to the Bard, slit his face 
from lip to chin, that mobile face on which so much depended. 

The procession met in the improvised greenroom. More than 
sixty years later Henry Angelo, son of Domenico, recalled the 
fine pair of wings in which he was to have "walked" Ariel in 
the procession that never processed.8 He remembered vividly 
the hours spent in that room while the best theatrical talent of 
England wilted as the sodden air impregnated plumes and 
veiling. George Colman was urbane enough through it all. 
Why not? It was not Covent Garden's funeral. James Lacy 
of Drury Lane energetically damned Warwickshire weather, 
damned the obnoxious presence of Foote and his gang, and 
damned Davy for thinking up the whole stupid plan. Davy 
was still oozing blood from his barber's ministrations, and Mrs. 
Garrick was trailing him with wet cobwebs, tea leaves, and other 
styptics. Repeatedly the procession formed as the rain lessened 
a bit only to dissolve in a fresh downpour. Finally at two 
o'clock all hope for the procession was abandoned. As Garrick, 
still cheerful, left the room, he asked Foote, "What do you think 
of the weather, Sam?" "Think of it?" Foote sneered. "What 
any sensible man would think of it. It is God's judgment on 
vanity and idolatry."9 

Percy Fitzgerald, Foote's biographer, said that Garrick on 
that occasion deserved Goldsmith's exquisite compliment, "An 
abridgement of all that was pleasant in man," and all that Foote 
could do "did not succeed in ruffling the actor's sweet temper, 
or in making him depart from his rule of restraint."10 Gold
smith's words were not intended as unqualified approbation, and 
Dr. Johnson meant his words on "the gaiety of nations" as 
something less than the highest praise; yet they bring to mind 
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the reiterated "Sweet Shakespeare," "Gentle Shakespeare," "I 
did love the man" spoken by the comrades of the other man 
whose "memory was being perpetuated" that day for Stratford. 
One of Shakespeare's contemporaries seems to have thought the 
Bard borrowed his plumage and considered himself the only 
Shakescene in the country, and several of Garrick's fellows 
thought that of him; but perhaps the two men had a certain 
sweetness in common. And if, like Dibdin, you will not grant 
the sweetness, at least you must admit the restraint Fitzgerald 
praised. It was the tremendous self-discipline of a great actor 
that carried Garrick through that dreadful day to victory. 

Garrick had come to Stratford to honor the god of his idolatry, 
and he was not to be deterred by natural nor intellectual climate. 
One he could control; and he proceeded to do so in one of the 
greatest performances of his life. The hundreds of dispirited 
visitors, embarrassed performers, gloating enemies, and mortified 
friends splashed through the flood to the Rotunda, which was 
leaking and threatening instant disintegration. The Avon flowed 
sluggishly two feet deep on the Bankcroft. The Rotunda had 
been built for a thousand spectators. Two thousand packed it 
that day, and they never forgot what they heard there. They 
never let anyone who missed it forget what he had missed. Even 
Dibdin called it pure magic. 

Dr. Thomas Arne raised his baton and a hundred musicians 
began the Ode to Shakespeare, whose charming, florid music is 
still heard occasionally in England. The consistent triple time 
was saved from any monotony by Garrick's innovation of spoken 
recitative with ostinato accompaniment. The words of the ode 
fall far short of the ideal of good poetry; occasional verse for 
music is rarely that. Once in a while there occurs Comus or 
Cynthia s Revels, but Garrick was not of the caliber of those 
authors. This is typical actor's poetry, a cento of Milton, Shake
speare, and the books of Handel's oratorios.11 It is derivative, 
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disconnected, and keyed to rhapsodic nationalism and poetic 
idolatry. But dramatically it was keyed to the occasion and 
phonetically it was keyed to Garrick's voice. The ode when it 
was printed was derided by many critics, but of Garrick's reading 
that day there was only one opinion. He wrung extravagant 
praise from his enemies and reduced his friends almost to 
hysterics. 

By the time the lovely Mrs. Baddeley had finished her big 
soprano solo, Boswell was examining his soul to see if his 
reaction to her glamor, which was the rage of London, cast any 
slur on his love for Cousin Margaret (he forgave himself). 
Garrick was carefully calculating audience reaction. He saw 
that he "had it made" at that point and knew that from then on 
he could do anything he liked with the audience. The song, 
which became a standard anthology piece for a century and a 
half, was encored, and Garrick, in a sudden move, flung open 
the big doors so all could see the Avon lapping at the very 
lintels, and turned his misfortune into jest. He knew he could 
trust Mrs. Baddeley to turn jest into sentiment. 

Thou soft-flowing Avon, by thy silver stream, 
Of things more than mortal, sweet Shakespear would dream, 
The fairies by moonlight dance round his green bed, 
For hallow d the turf is which pillow'd his head. 

Flow on, silver Avon, in song ever flow, 
Be the swans on thy bosom still whiter than snow, 
Ever full be thy stream, like his fame may it spread, 
And the turf ever hallow'd which pillow'd his head. 

Laughter at Garrick's rueful gestures toward the all-too-full and 
spreading Avon melted into tears at the rippling beauty of the 
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singer's cadenzas reinforced by her own rippling beauty and by 
English love of a good sport who can take a joke even when it 
is disaster. 

In one section of the ode Garrick had his first chance to 
spread himself in the role of Falstaff, a character he never 
attempted on stage. This was the section of the poem that 
gained great popularity. Wit, Fancy, and Humor impregnated 
the mind of Shakespeare, 

Which teeming soon, as soon brought forth, 
Not a tiny spurious birth, 

But out a mountain came, 
A mountain of delight! 

LAUGHTER roar d out to see the sight, 
And FALSTAFF was his name! 

With sword and shield he, puffing, strides; 
The joyous revel-rout 
Receive him with a shout, 

And modest Nature holds her sides: 
No single pow'r the deed had done, 

But great and small, 
Wit, Fancy, Humour, Whim, and Jest, 
The huge, mishapen heap impress'd; 

And lo-SIR JOHN! 
A compound of 'em all, 

A comic world in ONE. 

AIR. 

A world where all pleasures abound, 
So fruitful the earth, 
So quick to bring forth, 

And the world too is wicked and round. 
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Garrick made the transitions from his recitatives to the airs 
and choruses with a deference to the musicians that charmed 
them to surpass themselves for him, and they were encored to 
exhaustion. 

When the ode at last was ended, Garrick spoke in his own 
character. The statue of Shakespeare, his gift to Stratford, was 
elevated in the center of the stage. Above the crowd it leaned 
on one elbow as it leans today above the Stratford street. Raising 
his wonderful india-rubber face Garrick addressed it in Mil
ton's words, "What needs my Shakespeare for his honoured 
bones / The labour of an age. . . .  " 

Dear son of memory, great heir of fame,

What need'st thou such weak witness of thy name?

Thou in our wonder and astonishment

Hast built thyself a livelong monument.


Turning to the audience with his eyes yet fixed on the statue, 
at length he lowered his gaze. Moving toward his listeners 
with a superb gesture, he struck the knell of all objective 
standards for art: "If you want still a greater authority than 
Milton's for the unequalled merits of Shakespeare, consult 
your own hearts." 

He addressed the ladies in a rhymed tribute to those exquisite 
creatures who always wisely follow their own hearts, alluding to 
the Ladies Club of London and their instigation of the move
ment to erect Shakespeare's monument in Westminster. He 
gallantly intimated that, as they had given him a model for the 
statue, so had they given him a model in devotion. He spoke 
of Shakespeare's deep understanding and fine portrayal of 
women, and urged the ladies to continue in honoring a poet 
who had so honored them. Then he took the audience com
pletely by surprise. He challenged the detractors of Shakespeare 
to speak. 
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T H  E J U B I L E E O R A T I O N 

It had never been Garrick's intention to leave unanswered 
the jibes of the Devil upon Two Sticks and the Public Adver
tiser, and he plotted carefully the method and tone of his retort. 
There are records of two plans he made and discarded. One 
got so far as to be announced in the Gentleman's Magazine and 
reprinted in Scottish periodicals.12 It was a plan to counter the 
derogation of the scholars by opposing his own scholarship and 
offering three scholarly discourses during the three days of the 
Jubilee. The record of another plan can be read in an unpub
lished manuscript in Folger Library, an early draft of his 
"Address to the Ladies," which shows that at one time he 
planned to use that address as a weapon against his critics. 
The lines which appear in the manuscript but are omitted from 
the published versions are: 

Nor change of fashion, fickleness of youth, 
Can warp your hearts one moment from the truth, 
While all-sufficient man, than woman wiser, 
Is turn'd about by Ev'ry Advertiser. 
He reads, looks wise—What Satire! What a pen! 
Here's root & branch, the mulberry again! 
These daily stripes will make the Steward sore; 
We never knew what Shakespeare was before: 
He ne'er could be the man we thought him once; 
Why he combed wool, stole deer, & was a Dunce. 
Thus fools will fools, as meggots meggots breed, 
And scribbling Fools make Foolish Thousands read.13 

Garrick wisely discarded this plan; wisely because, for one 
thing, it simply was not true that there had been any intimation 
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in the periodicals that Shakespeare was unworthy of honor. 
The point had invariably been that he was worthy of greater 
honor than the Jubilee promised to give him. For another thing, 
had Garrick used this method of rebuttal, he would have 
destroyed the accord of the audience by placing himself and 
the ladies against the common male. And it would have been 
a tactical error for him to mention the unpleasant matter himself 
and thus stand self-accused. Anyway Garrick never trusted 
anything so much as the dramatic form when there was a point 
to be made. He devised another plan, dramatic and less obvi
ously personal, that would give him the common male as an 
ally against a common enemy. 

At Garrick's challenge a man rose to his feet in the midst of 
that audience inflamed by poetry and patriotism. He was 
dressed in an inconspicuous greatcoat which he shed as he 
started toward the stage, revealing the blue satin suit and silver 
frogs well known to London audiences as the garb of Tom 
King's frenchified fops. It was King, loved by the gallery, 
highly regarded by the gentry almost as Garrick himself. Garrick 
loved to write for King, and later Sheridan entrusted to him 
the creation of his greatest roles, Mr. Puff in The Critic, Sir 
Peter Teazle in The School for Scandal, and Captain Absolute 
in The Rivals. King had been one of the few who backed the 
Jubilee from start to finish, and deserved his starring role. In 
1776 when Garrick retired from the stage, he gave his sword 
to King with words of gratitude for his long friendship. So 
well did King play the role of devil's advocate to the Devil upon 
Two Sticks that many in the audience did not know till later 
that it was a role. 

He minced daintily toward Garrick denouncing Shakespeare 
in emasculated English garbled with French tags. Plainly the 
French attacker was in the midst of the loyal English idolators. 
But King's lisping drawl showed a clever merger of the enemy 
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without and the enemy within, for his lines were a pastiche of 
Voltaire's slurs on Shakespeare and slurs on the Jubilee from 
The Devil upon Two Sticks and the Advertiser. The moral was 
clear: any attack on the Jubilee was tantamount to an attack 
on Shakespeare, and both were equally un-English, un-Shake
spearean, and unmanly. King's petulant voice drew to a climax 
in his interpretation of Voltaire's charge of "barbarity." Shake
speare was an ill-bred fellow, he pouted, who made ladies and 
gentlemen laugh and cry in public, and thus violated the laws 
of decorum. 

Not to leave the common male out of the game, Garrick had 
stationed members of the orchestra to shout quips at King 
during the course of his harangue, but of course he kept the 
spotlight for himself. He answered King with the Jubilee 
oration, a little gem of Shakespearean criticism, written, in my 
opinion, by Edmund Burke.14 

Wild applause demonstrated the willingness of the ladies 
and gentlemen present to give decorum secondary consideration. 
During the demonstration benches collapsed in several parts of 
the building. The walls rocked, "and, had it not been for a 
peculiar interposition of Providence," piously observed the next 
issues of several London periodicals, "Lord Carlisle, who was 
much hurt by the fall of a door, must inevitably have been 
destroyed."15 After the tumult died and the show was declared 
over, Lord Grosvenor approached Garrick to show his muscles 
twitching with the emotion that "affected every part of his 
frame."16 

John Payton should have some sort of monument in Stratford 
to commemorate the job of catering that conveyed across the 
flood the famous turtle dinner that was praised by even Dibdin. 
The chef, Gill of Bath, was honored by a toast. Garrick again 
used Burke's wits to supplement his own in his after-dinner 
speech on the turtle. Earlier in the summer Burke had sent 
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Garrick a turtle and a letter announcing the gift by an extended 
gustatory metaphor likening Garrick to the turtle. "Let the type 
and shadow of the master grace his board," Burke wrote, explain
ing that the turtle was a union of all meats, a dish eminently 
fitting for one who "can represent all the solidity of flesh, the 
volatility of fowl, and the oddity of fish."17 Garrick applied the 
metaphor to Shakespeare, and it became one of the Jubilee jokes 
that went through many subsequent variations. Payton tapped 
his deepest cellars that night; the enthusiast high as a kite from 
bardic libation was a stock figure in all representations of the 
Jubilee next season. 

Just before the revelers adjourned to dress for the masquerade, 
Garrick called for order. In his brown suit laced with gold, he 
stood in triumph beside Shakespeare's statue and performed a 
symbolic act. Many relics of the Bard had come to light after 
the announcement of the Jubilee and more were to follow, his 
chair, his shoeing-horn, his seal ring, a coach dog "spoted like 
a leper" and descended from Shakespeare's own dog,18 but the 
gloves Shakespeare had worn were the best of all relics, sanc
tioned by years of glovolatry. These were the gloves given to 
John Ward at Stratford's first Shakespeare festival in 1746 
when he staged Othello. Ward generously sent the gloves, 
which he believed to be authentic, to Garrick when he learned 
that Garrick was to be Steward of the first nationwide festival.19 

The authenticity of Garrick's gesture, at least, cannot be ques
tioned. He drew the gloves on his own hands. He had earned 
the right to wear them. With all odds against him, for a few 
memorable hours the power of his theatrical art had created 
its own world. 

Praise of his performance that day would fill a book. Boswell's 
opinion can be anticipated—"A demi-god!", "A man in ecstasy!"— 
as can the critique of ]opsoris Coventry Mercury, affected like 
Lord Grosvenor in every member: his performance "will carry 
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his fame down to Posterity along with Shakespeare's." Lloyd's 
Evening Post said: ' W e may justly return to the orator: We 
ne'er shall look upon his like again." And in those words 
Garrick had unwittingly chosen his own obituary notice; at the 
time of his death they were over and over applied to him. Even 
the most hostile of the newspaper reporters paused in their 
raillery and did reverence, saying all who heard him were 
"more than overpaid for their expense, their inconvenience and 
their disappointment."20 Any account carries a thrill for those 
who love the actor's art. 

Dibdin watched Garrick act night after night, but it was 
this performance he remembered most vividly. The ugly inter
pretation of Garrick's motive does not negate the central fact, 
the effect of the performance on a sullen and resentful man. 
Dibdin quoted at length Boswell's published praise, ending with 
his reference to Foote's threat to interrupt Garrick's performance 
with one of his own. Boswell had said, "If anyone had attempted 
to disturb the performance, he would have been in danger of 
his life." Dibdin added: 

This was certainly the fact: and if Boswell had added that 
there was never enthusiasm so ardently conveyed, nor so 
worthily felt; that it was magic; that it was fairyland; that . . . 
the effect was electrical, irresistible; that every soul present felt 
it, cherished it, delighted in it, and considered that moment as 
the most endearing to sensibility that could possibly be experi
enced; when he had said all this and ten times more, he would 
have given a very faint idea of the real impression. 

But all this does not take the truth off my assertion. I know 
it was called forth by a contemplation of the prodigious remuner
ation that would result to himself. It was acting, and . .  . his 
soul was fixed on the Drury Lane treasury. I will give him all 
that has been said, and twenty times more as to the enchantment 
and the fascination of his admirable powers of acting; but let 
no man tell me that at the very moment he uttered the line, 
"We shall not look upon his like again," the manner and effect 
of which beggared all description, he did not feel that the 
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jubilee would be performed half the following season at Drury-
Lane Theatre. 

Dibdin may have been right about where Garrick's heart was 
fixed, but he was not infallible in his reading of the human 
heart. "The good-natured Jemmy Boswell, who was hired, not 
by money but by well-timed flattery" to praise the Jubilee is 
one possible interpretation of the facts, although Boswell records 
no flattery, and he was not one to overlook it. But when Dibdin 
said that Boswell could not have had a good time at the masquer
ade ball, "for I saw him dancing in water over his shoetops," 
then Dibdin gives ground for questioning how "correct and 
faithful" may be his story of the Jubilee. For the Corsican 
Boswell was in his glory that night. 

Before the ball he sat at his window looking out at the 
Birthplace across the street. He thought how much better a man 
he would be if he should spend all his life in that hallowed 
spot. Garrick's key word had been Nature, and it rang in 
Boswell's ears. His soul flowed out in song—his own "Ode to 
Corsica." He hoped to have it printed in time for distribution 
at the ball, but that proved impossible. He wanted to read it, 
but the dancers were too merry to listen, and he had to be 
content with giving out the broadsides the next day. 

He spoke in the person of a Corsican, defeated and exiled 
after the small country's unassisted battle for liberty, come to 
pay homage to Shakespeare. If Shakespeare had written the 
story of Corsica's struggle, if Garrick had acted it, then the 
English, blessed in their own freedom, would understand 
Corsica's tragedy. 

Amidst the splendid honours which you bear,

To save a sister island be your care:

With generous ardour make us also free:

And give to CORSICA, a noble JUBILEE!21
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The connection between Shakespeare and Corsican liberty may 
seem tenuous, and the ode not one to call spirits from the vasty 
deep, but by fateful coincidence Corsica answered. As Boswell 
struck his twice-deflected blow for a Corsican Jubilee, she gave 
birth to her most famous son, the greatest romantic hero of all 
time, the personality in relation to whom romanticism would 
orient itself. The exact date of Napoleon's birth is not known, 
but it lay within Jubilee week. Bardolatry and he were born 
twin stars to a new era. 

"Confusion at the ball because of the rain afforded high 
entertainment for the crowd," said the Mercury. A thousand 
masquers had been expected. Two thousand came, entering the 
Rotunda by ramps built across the flooded waters. By the end 
of the ball the floor was awash, and on Friday the building was 
not safe for use. When Garrick found that the possibility of 
damage by rain had caused the price of costume rental to soar 
out of all reason, he decreed that ordinary dress might be worn. 
Some costumes appeared, and among them were such Shake
spearean characters as had distinctive dress at that date. William 
Kenrick emphasized his vaunted physical resemblance to the 
Bard by coming as Shakespeare's Ghost. Joseph Cradock, even 
in the downpour, had the temerity to make up in imitation of 
the portrait of Sir William Dugdale, Royal Herald to Their 
Majesties King James the First and King Charles the First, the 
early historian of Warwickshire, and to wear the authentic 
court regalia actually worn by Dugdale. In this regalia he 
danced a minuet with Mrs. Garrick. She had been a profes
sional dancer before her marriage; all society columns noted her 
dancing with Cradock as "beyond expression graceful." 

The scarlet breeches of the Corsican Boswell flashed about 
the hall, and the black spatterdashes traveled miles around 
the dance floor, "My Corsican dress attracted everybody," he 
wrote in his journal, "I was as much a favorite as I could 
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desire."22 And so the night went. The Mercury said, "The 
more prudent did not leave till daylight; for some fell into 
ditches covered by the flood so as to be indistinguishable in 
the dark." 

FRIDAY, SEPTEMBER E I G H T H 

Of Friday the less said the better. The horse race was run 
on Shottery Meadows, a good course but now up to the horses' 
knees in water. All five colts started as announced, all carrying 
eight stone by rule, previous winners carrying a four-pound 
handicap. A groom named John Pratt won, riding his own colt 
Whirligig, and received the Jubilee Sweepstakes Cup worth 
fifty pounds engraved with Shakespeare's arms. When Garrick 
gave it to him, he said in his speech of acceptance that he 
knew "very little about the plays of Master Shakespeare" but 
would keep the cup always as a memento of the Jubilee.23 

There was no big central session on Friday; the Rotunda 
could not be used. Ordinaries were held at the various inns, 
Garrick presiding at the White Lion. As that inn was head
quarters for Jubilites, so the Boar, an inn in Bridgetown, was 
the unofficial headquarters of the Jubilee satirists. There is no 
record of the celebration at the Boar; it may have been a merry 
one. There was a ball that night at Shakespeare's Inn. Except 
that Mrs. Garrick danced again by request and delighted all 
who saw her, no one bothered to mention details of the day. 
The dress she wore is in Stratford, almost unimpaired by time. 
Threads from it may someday be given as sacred relics to women 
who marry actors. In the theatrical calendar of saints, she is 
unique as Garrick is unique: the perfect actor's wife. At the 
close of the dance at four o'clock Garrick yielded up the insignia 
of his office as Steward of the Jubilee. The Jubilee was over. 

62




A Splendid Festival 

SATURDAY, SEPTEMBER NINTH


Even Boswell admitted in the public press that tempers were 
short on Saturday morning. Abandoning any idea of spending 
the rest of his life in Stratford, he borrowed five guineas from 
Mrs. Garrick (the Steward being out of funds) and joined the 
mobs that were maneuvering for any type of transportation 
elsewhere. He succeeded, but so many failed that John Payton 
estimated it would be a profitable three weeks for the White 
Lion before all the Jubilites could leave. Angelo salvaged such 
fireworks as survived and splashed away to fire them at the 
Lichfield races. Garrick and the town council had agreed that 
any profit should go to the town, any loss should be shared 
equally. There was a deficit of two thousand pounds. Garrick 
volunteered to pay it, and eventually did pay it all, though he 
took so long about it that Stratford's gratitude lost some of its 
fine edge. "Of all involved in the jubilee Garrick was the 
greatest loser," said the newspapers, "and the greatest gainer was 
a Mr. M who made a fortune selling Balsam of Honey to 
those who caught cold." On September 21 the London Post carried 
notice in its obituary column of the first martyr to bardolatry. 

James Henry Castle, Esq: at his lodgings at Clopton: his 
death is attributed to his having laid in damp sheets at Stratford-
upon-Avon, where he went to amuse himself at the so much 
talked of Jubilee. 

On the banks of the Avon where Garrick had envisioned a 
permanent temple to Shakespeare a demolition crew hastily 
razed the tottering Rotunda, a threat to passers-by in its 
dangerous condition, and the materials were immediately sold 
at auction. 
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STRATFORD W I T H O U T G A R R I C K 

T H  E NEXT YEAR the town offi

cials of Stratford sent Richard Graves, author of The Spiritual 
Quixote, to ask Garrick to have another Jubilee.1 By that time 
Garrick was referring to "that foolish hobby-horse of mine," and 
he refused. His letter suggested that a simple local festival be 
held on Shakespeare's birthday and that it consist of bonfires, 
bells, and dancing. The letter closed, after sending greetings 
to Hunt and his "love and best respects to the brethren at 
Stratford": 

. . . But my good Friend, wd ye Gentlemen do real honour, 
& show their love to Shakespeare—Let 'em decorate ye Town 
(ye happiest & why not ye handsomest, in England,) let 
your Streets be well pav'd, & kept clean, do something with ye 
delightful meadow, allure everybody to visit ye Holy Land; let 
it be well-lighted, & clean underfoot, and let it not be said for 
yr Honour & I hope for yr Interest that the Town, which gave 
birth to the first Genius since the Creation, is the most dirty, 
unseemly, ill-paved, wretched-looking Town in all Britain.2 

This letter from the Stratford archives may seem a fine ironic 
curtain line to close the comedy on a situation rather like one 
of Moliere's. Garrick's aberration cured, Stratford's silly rural 
pride chastened, social order prevails and reason is restored. But 
dig deeper in the Stratford archives and something else emerges. 
Stratford kept her Jubilee. She kept it in 1770 without Garrick 
and kept it for almost sixty years before the Great World knew 
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much about it, and during those years the Jubilee changed and 
became in all verity what Garrick had achieved in theatrical 
illusion. 

In Europe in 1769 it was said that the Jubilee was a spon
taneous folk movement, a glorious example of the citizenry rising 
as one man to do honor to a Bard. Such a thing was never said 
in England even by the most passionate lovers of the Jubilee, 
for everyone knew how that spontaneous enthusiasm had been 
applied like grease paint, layered on by the hand of Garrick. 
But in the years that followed, limited means and limited imagi
nations in Stratford proved to be powerful determinants. By her 
own "shortcomings" Stratford was forced to turn to what was 
truly her own. She had no London costumers now, and so 
she ransacked her own past as if it were a well-stocked attic. 
What she found there was something more Shakespearean than 
could be found in the inventory of Jackson of Tavistock Street, 
London. Accounts of the annual Jubilees sound a note of 
apology that their Jubilees now are no such grand affairs. Often 
there is a tone of regret that they do not now properly honor 
Shakespeare, always the assurance that it is not from lack of 
love that they confine themselves to such humble dimensions. 
Voices deplored the low taste and old-fashioned ways when the 
task descended from Garrick's lavish hands to other and harder 
hands. Deplore it who might, the end result was this: So 
strangely did life imitate art that the Jubilee became in very 
truth what it should have been—by romantic standards—in the 
first place. 

This very important fact will not be found in printed histories. 
Even so proud a son of Stratford, so immaculate an antiquarian 
as Robert Bell Wheler for once is misleading. He speaks of 
Stratford's plea to Garrick in 1770 for help in "judiciously 
celebrating an annual minor jubilee," and adds, "but it was 
not effected." I offer no contradiction to that impeccable his
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torian when I say that it was effected; I am recording a part of 
Stratford history of which Wheler was completely aware, but 
which he modestly did not evaluate at its worth. He meant there 
was no imported talent, no great expenditure of money, no 
national publicity. 

But there was a Jubilee in 1770. The Gentleman's Magazine 
(XL, 437) gave it one sentence: "Thursday September 6. Being 
the anniversary of Shakespeare's Jubilee, the same was celebrated 
at Stratford-upon-Avon with uncommon festivity." For six years 
the annual festivals were held on one day in September. In 
1776 when Garrick retired from the stage, London experienced 
another round of Jubilee performances in the theaters with 
scenes of Stratford and processions of Shakespearean characters, 
and in the press another outburst of verse about swans and the 
Avon and mulberry. Stratford reacted that year by holding a 
three-day Jubilee. A handbill preserved in Folger Library gives 
details of the program: cockfights, processions, singing, a public 
breakfast and a ball each night in Shakespeare Hall.3 Unidenti
fied clippings in various collections indicate that the next year's 
celebration was not up to standard, nor, for some reason, was that 
of 1785. The collectanea of Captain James Saunders in the 
Stratford archives, although his tone is condescending, preserve 
records of the usual nature of the celebrations. 

Jubilees took on something of the nature of trade festivals. 
"Artisans of the borough paraded the town in a procession of 
the Trades, dressed in allegorical costumes, or in fancy habits 
allusive of their communities. Jersey combers (200) took the 
lead, preceded by music, banners & a Golden Fleece. Bishop 
Blaize and Jason rode on horseback within a few yards of each 
other."4 Jason, of course, is associated with the Fleece which 
that trade turns to gold. Bishop Blaize may be a more obscure 
allusion.5 He is the saint who has special care of curing sore 
throats, and this was Stratford's private joke commemorating 
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the epidemic of colds that came with the Jubilee flood of 1769. 
Flax-dressers came next as the second largest community. Then 
came a group dressed as Shakespeare's characters. Dancers 
followed, then singers who sang the songs from Shakespeare's 
Garland, always printed on handbills and often as a pamphlet. 
More dignified things were on the programs: balls for the elite, 
concerts with some of the music from Garrick's ode, dinners to 
which the Corporation invited "the neighboring gentry and more 
respectable townsmen." But the color and excitement were 
centered in the streets, where Shakespeare's townsmen frolicked 
as Shakespeare's characters in such costumes and in such manner 
as seemed good to them. Although tourist trade grew year by 
year, there are few records of any outsiders invited to these 
occasions. 

The usual time was a single day, the usual date was Septem
ber, but at times local interests could modify both rules. For 
example, in 1793 it was found that the most convenient time 
for instituting the Shakespeare Masonic Lodge was in June. 
A two-day "Masonic Jubilee" was held on June 4 and 5 with 
Masonic regalia supplementing the procession. Any absorbing 
local interest could absorb the Jubilee, on the sound principle 
that Shakespeare would have been interested had he been 
present. Two Jubilees in the nineteenth century raised funds 
for repairing the chancel of his church. In 1794 Edmond 
Malone was asked to help celebrate on a national scale the 
twenty-fifth anniversary of Garrick's Jubilee, but "the consider
able national gloom which the revolutionary war excited, over
whelmed every attempt to give it that general attraction which 
only could ensure the interest of the festival, and the remunera
tion of the manager."6 

In 1808 John F. M. Dovaston of Westfelton in Shropshire 
began an annual celebration of Shakespeare's birthday, small 
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private parties marked by jests, bardolatry, and animus for all 
commentators on Shakespeare. This example urged Stratford 
in the direction of an April festival.7 The bicentennial of 
Shakespeare's death was celebrated in April. John Britton, a 
London publisher, had suggested that the occasion be of national 
scope, but the idea was impractical.8 It was, however, fairly 
pretentious as a local celebration.9 The September date still 
had more backing by local custom, and the fiftieth anniversary 
of Garrick's Jubilee in 1819 was naturally held in September. 
On that date, scholarly discourse, now so large a part of Strat
ford's just pride, entered the program in the amiable person of 
John Britton, an antiquarian and topographer of note in whose 
learned and friendly companionship many Stratford men found 
pleasure and inspiration.10 

In 1824 two new figures appeared. Saint George led the 
procession on a milk-white steed richly caparisoned. April 23, 
the day of both the birth and the death of Shakespeare, is feast 
day of the patron saint of England. Once Saint George had 
led the procession, his presence seemed so eminently right and 
proper that he led it from then on, whether the Jubilee came 
in April or not. By 1835 his figure was projected backward 
in time and can be seen in pictures purporting to represent 
Garrick's Jubilee. In 1824 appeared also the Shakespeare Club, 
reorganized after a false start in 1816. The verve of this group 
of citizens changed once again the nature of the Jubilees, which 
now grew in size and were no longer private affairs.11 In 1826 
an elaborate local festival served as dress rehearsal for the Grand 
Jubilee of 1827, attended by twenty thousand people during its 
three-day program.12 In 1828 and 1829 the celebration was a 
dinner on the birthday with toasts to "The King" (who had 
adopted the day as his birthday), "England and St. George," 
"The Duke of York and the Army," and to "The Immortal 
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Memory of William Shakespeare," and "The Immortal Memory 
of David Garrick." 

The Jubilee of 1830 was so grand an affair that it called itself 
the "Second Jubilee," inviting comparison with Garrick and 
discounting all products of the intervening years.13 Yet, however 
grand the occasion, Stratford kept her own identity. With sixty 
years of tradition behind her, she had lost any self-consciousness 
about her own brand of merrymaking. There were professional 
actors and professional costumers in 1830, and national publicity 
and great expense (there was a deficit of over three thousand 
pounds met this time by the Corporation), and these things 
entitled the event to be called the Second Jubilee. There were 
imported entertainments: "Phantasmagoria or Optical Illusions," 
a "Grand" balloon ascension, Charles Kean playing Shakespeare. 
From King George IV on, royal patrons have claimed the first 
toast. But Rother Street was filled with the attractions of a coun
try fair. Even when professionals came again to stage and cos
tume the processions, the local versions of Lear and Falstaff were 
also in the streets, and the procession went on for hours in a 
beautifully disorganized way. The Garland became part of 
Warwickshire history almost as if it had come down from 
antiquity along with Percy's Reliques. Fake antiquity became 
true tradition, but what is more important is the fact that it 
evoked true antiquity. Across the years older music had mingled 
with the Garland. Garrick's contrived antique dances became 
the real ones when Stratford had to become her own choreog
rapher.14 His "foolish hobby-horse" had summoned the real 
hobbyhorse of the morris dancers, offered to Queen Elizabeth 
the Second as Kenilworth offered a Warwickshire antimasque 
to the Virgin Queen. With prophetic hand Garrick had rubber-
stamped his folk movement with the romantic trademarks of 
local color, medievalism, bardolatry. What Garrick gave to 
Stratford, Stratford has made her own. 
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L E G E N D , H I S T O R Y , M Y T H 

Because the Jubilees over the years felt little or no outside 
influence, they have been considered separately from other 
manifestations of Stratford's altered attitude toward the past. 
This attitude was the product Stratford peddled to a tourist 
trade drawn from all over England. So widespread was the 
Jubilee publicity that the visitors came already knowing what 
they ought to see and how they ought to feel. Memoirs of 
pilgrims prove how they were conditioned by stage backdrops 
and magazine verse to the glamorous sights that awaited them. 
The vacuum of public demand drew forth relics, usually bought 
and sold with good nature and a grain of salt. George Garrick in 
1769 bought for himself a pair of Shakespeare's own gloves and 
one of his inkstands. Georg Lichtenberg in 1775, tongue in 
cheek, bought some pieces of Shakespeare's chair.15 John Byng, 
recognizing everything from Drury Lane backdrops and bargain
ing eagerly for a rung of the chair, tells a very amusing story, 
but he was a perfectly clearheaded antiquarian who was there 
at the behest of Malone.16 Washington Irving in 1815 handed 
down to American readers the classic description of Mrs. 
Hornby, who followed the Harts as mistress of the Birthplace.17 

During her long reign there (1793-1820) she discovered relics 
that were a tribute to her ingenuity and a joy to the pilgrims, 
who got their money's worth, if not precisely Shakespeare's own 
shoeing-horn. The pilgrims were more entertained than gulled, 
and felt the need of some comic relief, for the emotions of 
bardolatry were genuine. 

Certain legends were affected by external influence so as to 
become almost unrecognizable. An example is the crab tree. 
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It was in print at least as early as 1762, when a "Letter from 
the Place of Shakespeare's Nativity" to a periodical told how 
"our chearful host" to the White Lion showed the tree to 
visitors.18 The pre-Jubilee version has a rowdy country air about 
it. The basic story tells how Bidford, a village about seven miles 
below Stratford, boasted of its prowess in drinking and chal
lenged Shakespeare to bring some of his Stratford companions 
of known talents in that field to a contest in Bidford. Stratford's 
team was worsted. Unable to walk home because of their 
endeavors, they slept under a crab tree (or bush). In memory 
of this contest Shakespeare is supposed to have written a 
quatrain, a catalogue of the villages near Stratford. 

Piping Pebworth, Dancing Marston, 
Haunted Hillborough, Hungry Grafton, 
Dadging Exhall, Papist Wickford, 
Beggarly Broom, and Drunken Bidford. 

Garrick ignored the crab, perhaps not finding the story edifying 
nor the poem up to Shakespeare's best; but Jubilee satirists used 
it for drawing parallels with the mulberry so the two might be 
lumped together as fraudulent impositions.19 

The next version was more aesthetic, the drinking companions 
being a variable list of poets—Peele, Drayton, Jonson, and other 
notables. Then overtones of pathos came, and the story became 
fused with an earlier legend of another drinking bout by which 
John Ward, vicar at Stratford from 1662 to 1681, accounted for 
Shakespeare's death. The crab was still standing when Irving 
was there, but soon thereafter it was cut and carved into curios. 
Reports of the Jubilees where they were offered for sale add the 
note of good business. Female poets writing for London 
periodicals moved the story nearer a saint's legend during the 
high tide of romanticism and conceived of the tree as flowering 
miraculously out of season when it gave shelter to the Pride of 
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All Nature. I have seen a letter (signature illegible) asking 
Sir Walter Scott to accept a goblet of the wood and write a poem 
about it.20 The reporter for the celebration in Stratford of 1826 
wrote, "On the table we noticed several of the cups and goblets 
carved from the Shakespeare Mulberry and Crab Trees," and 
in 1827 during the Jubilee Mr. Taylor in Wood Street advertised 
"For sale and display articles of the mulberry and crab tree 
wood, a table inlaid with both, goblets, cribbage boxes." I find 
no later record of either crab or mulberry offered for open sale, 
though there were auctions listing the articles. In 1830 they 
were advertised "on display" only, but some clever mind had 
contrived a souvenir that moved the crab into the area of rococo 
prettiness: the tree in full bloom carved in white ivory. 

This legend shows fluctuations from outside influence. 
Another legend shows the stream of influence reversed. Born 
of an irresponsible crotchet of the mind of John Jordan, it 
shook the Shakespearean world. Jordan, an honest man in the 
common intercourse of life, was a known fabricator of legends 
and relics. He was born in Tiddington near Stratford in 1746. 
His parents intended him to be a wheelwright, but Garrick's 
Jubilee aroused other ambitions. At that time he published 
his first literary effort, a poetic tribute to Garrick as he accepted 
from William Hunt the insignia of the office of Steward. From 
that time on, "his heart was in antiquarian studies in which he 
showed more inventiveness than earnest research."21 He served 
as guide to the pilgrims, and in 1794 thus served an engraver 
who came seeking material for his book Picturesque Views on 
the Warwickshire Avon, companion volume to earlier books on 
the Thames and the Medway. From Jordan, the engraver's 
seventeen-year-old son got an inspiration to a new way of life. 
The son was William Ireland. Within weeks there came from 
his hand the first of a series of forgeries which were the most 
notorious of Shakespeare hoaxes. The early forgeries were some
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what modeled on Jordan's relics, but young Ireland soon 
surpassed Jordan's naive efforts. 

Many documents and many books from Shakespeare's library 
came to light, then a complete copy of King Lear and a partial 
copy of Hamlet in Shakespeare's handwriting. In February the 
findings were placed on display. On February 26 Boswell 
publicly knelt and kissed the relics, of which the most consoling 
was Shakespeare's signed confession of sound Anglican faith, 
a rebuttal to those who had seen in him tendencies toward 
papistry. Dr. Parr, James Boaden, Joseph Warton, and other 
scholars at the universities were deceived. Malone, with chilling 
accuracy, debunked the forgeries, at first with scant ratification 
from other authorities. Summer brought two new plays by 
Shakespeare, King Henry the Second and Vortigern and 
Rowena. Richard Sheridan contracted to produce the latter at 
Drury Lane, but dubiety grew as Malone got in his good work; 
the public became queasy, and Sheridan kept postponing the 
performance. By the time it was staged, on April 2, 1796 
(Sheridan did not quite dare to set it on April 1), the fraud was 
generally exposed and the performance marked the end of the 
great Ireland hoax. There are elements in the story as told by 
John Mair in The Fourth Forger that are too bleak to be appro
priate to the term hoax; the father apparently was so trusting 
that he could hardly relinquish his pride in his gifted son. 

Jordan's part in the imposture, though relatively innocent, 
was known to the public. Chagrined by this, chagrined also by 
Mrs. Hornby's success in receiving the pilgrims at the Birthplace, 
Jordan hit back. In 1799 he slapped a charge of fraud on the 
house in Henley Street. "From memory and imagination" he 
drew a picture of the true Birthplace. I know of none of his 
factual proof offered in print, but I see the fine irony of his 
choice of Brook House for this honor. For Brook House was 
pulled down about the Jubilee year (1770 is one conjectural 
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date, but 1769 is possible), in order that the owner of the house 
next door might enlarge his garden. The owner of both prop
erties was William Hunt. The vision of Garrick, guest in 
the home of the desecrator during the Jubilee, unconsciously 
treading on the ruins of the sacred relic, was indeed an invention 
to stand beside Mrs. Hornby's best fabrication.22 Jordan's 
whispering campaign grew louder. At length he published his 
picture of Brook House in Gentleman's Magazine with the 
simple caption: "View of the Brook House, in which Shakespare 
[sic], was really born, April 23, 1564."23 

There was no trouble in disposing of Brook House. It was 
a completely untenable Birthplace and was never given a 
moment's serious consideration.24 But the scholars, smarting 
from their highly publicized gullibility in the Ireland scandal, 
were ready for a new philosophy that called all in doubt. A 
haze of quandary settled over Henley Street and remained for 
sixty years. Guidebooks of that period show the shifting tides 
of doubt and belief. When the house was bought for a national 
shrine, the legal documents avoided the word Birthplace.25 John 
Britton did not believe it genuine and refused to take active part 
in the purchase.26 The Henley Street tradition could easily be 
traced back to 1769, but at that time the historians could not 
trace the provenance before the Jubilee.27 Meticulous scholars 
uneasily wondered if Garrick went down to Stratford and 
selected at random a convenient location for his bookshop and 
dubbed it "Birthplace." There was no ground at all for this 
uneasiness of conscience. Even if it turns out that Shakespeare 
was Mary, Lady Pembroke or Francis Bacon, it is absolutely 
certain that Garrick found a tradition in Henley Street of long 
standing and unanimous acceptation. Although Jubilee visitors 
spoke of the bookshop as the very room in which Shakespeare 
was born,28 Stratford has never authorized the room, even in 
the wave of Jubilee enthusiasm; but the house was accepted by 
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local tradition long before the Jubilee. During the festival, 
Foote and his band of wits roamed the streets seeking material 
for their squibs; any hint that Garrick was foisting off on the 
public a pre-fabricated Birthplace would have gone by special 
messenger to the Public Advertiser. It was thirty years after the 
Jubilee that Jordan's pique raised the first question about the 
bona fides of the Henley Street house. 

There was a period when extremes of historical skepticism 
were matched by extremes of legend-mongering, and both 
seemed productive of good business. Edmond Malone's con
clusions, a sort of Golden Mean of accuracy and sweet reason
ableness, had been published in 1790 and expanded in 1793, 
but extremists want no Golden Mean. New Place was a crux. 
One group attempted to salvage and claim as Shakespearean 
every sliver and shard of the house.29 The other side claimed 
that the Cloptons in 1701 had annihilated every splinter of 
the former house, and the building destroyed by Gastrell had 
no Bardic significance whatsoever.30 The mulberry tree was a 
crux. One side enshrined anything labeled "mulberry." The 
skeptics made various allegations: that there never was a 
mulberry tree; that Warwickshire from time immemorial had 
been clothed with mulberry trees, and they seeded themselves 
like weeds; that Thomas Sharp had invented the whole story.31 

Or that the mulberry tree was only a Jubilee product.32 A 
random harvest gleaned from guidebooks and pamphlets of the 
era yields almost every variation of the Gastrell story except 
a version that would resuscitate the character of the Gastrells.33 

But the passion for antiquity took soberer form in many men 
of Stratford who have served well the cause of historical fact. 
The Reverend Joseph Greene, who wrote the poetical prologue 
for the celebration of 1746, at his death in 1790 left a valuable 
collection of material. James West, who hospitably packed his 
home Alscott Park during the Jubilee with "many men of wit 
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and genius," was a learned worker in the field. The Reverend 
James Davenport, who held the living for fifty-four years (1787
1841), assisted Malone, as did W. O. Hunt and Captain James 
Saunders, the keeper of the Archives, whose extensive collections 
have been used in my account of Stratford history. Chief of 
these was the precocious young man who inherited Joseph 
Greene's collection and used it as basis for his quiet life's work, 
Robert Bell Wheler. 

He was son of an old Stratford family. Once and only once 
his legal training necessitated a brief stay in London. For the 
rest, he lived and died in the house in Avon Croft where he was 
born. His legal training, his talent for draftsmanship, his 
superbly legible handwriting were implements in his recording 
of fact. His search for fact left a heritage that draws interest 
from every passing year. His three published books and his 
letters to periodicals are of sufficient interest to merit a modern 
scholarly edition, but the treasure is in the archives—a quarto 
volume of collectanea and 286 volumes of manuscript material. 
His style is animated by a tension between a Malonian accuracy 
and a Boswellian enthusiasm. His clarity and thoroughness are 
fruit of that passion of patience needed by all who play out the 
undramatic drama of research; and through his patient sub
mission to fact there can be seen evidence of another passion. 

For he, too, bought a relic. In 1810 he bought a ring that 
might have been Shakespeare's. He investigated and dismissed 
the plethora of spurious relics unearthed by the legend-mongers, 
and conscientiously published his doubts about his own.34 No 
urge to turn a dishonest penny moved Wheler; no scruple was 
lacking in his intellectual honesty. Yet his writings as well as 
the purchase of that ring give evidence of something he shared 
with John Jordan and with all his townsmen after the Jubilee, 
shared with the world that touched Stratford, with Malone in 
his exquisite sense of honor and with William Ireland in his 
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strange, febrile falsifications: a common assumption that life 
would be infinitely richer from touching what Shakespeare's 
hand had touched, an assumption of the immanence and in
dwelling of the god of their idolatry, so deeply felt that it need 
not be argued or even stated. 

It was a dreary September morning in 1769 when the temple 
fell ignominiously into the mud while glum visitors blew their 
noses and croaked, "A fig for your permanent temple, Stratford." 
But Stratford has her temple now. The brochures that describe 
it are bound in the eighteenth-century print of Garrick in that 
first temple. History now is preserved free from legend. Nobody 
will sell you so much as a splinter of Shakespeare's own chair. 
Young scholars cautiously distinguish between reproductions and 
articles genuinely of the period, their well-modulated voices 
reiterating, "No. Not Shakespeare's own bed." So perfect is 
the pax academica that the devisors of legend have been forced 
to find for themselves other birthplaces far away at Canterbury 
or York House. The temple stands foursquare, walled with 
history, drama, scholarship, and royal favor. Thus bastioned, 
Stratford today offers Shakespeare to the world on the same terms 
as John Heminge, another Stratford man, offered the First Folio 
in 1623: "To the great Variety of Readers, From the most able, 
to him that can but spell," and on the annual day of jubilee the 
emblems of the world dip in salute. 

A temple cannot be founded on history or legend or scholar
ship. From its earliest institution, drama has only adorned a 
temple. A temple is founded on myth, something deep within 
the nature of things, truer than history—which is the provable 
past—more potent than legend, which is the accretion of fabric 
that grows up around history. Garrick activated a romantic 
myth in Stratford, and Stratford disseminated it in every contact 
with the outside world. A classical temple to universal genius 
can be built anywhere. It is a romantic longing that is satisfied 
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by saying, "Here Shakespeare walked and sung." It is a 

romantic belief that the spirit is immanent in matter, that genius 

can hallow the common earth it touched briefly long ago. Now 

as in 1769 visitors can be provoked by bad weather, housing 

problems, and the common cold into asking, "What had genius 

to do with you?" But the romantic depths of the mind will 

answer, "What indeed, but to be one of you, loving the 

blossoming earth and the pageantry of little towns, buying with 

the gains of theatrical illusion a home here for himself, living 

and dead." Garrick counted on that myth, and Stratford has 

built on it ever since. 
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T H  E JUBILEE was not really 

ended at four o'clock on a wet September morning. Transferred 
to more convenient and comfortable quarters of the London 
entertainment world, it dominated the stage for a year and a 
half. The multitudes in Stratford could not all arrange for 
immediate transportation home, and Francis Gentleman was one 
of the less fortunate ones. Gentleman was an actor, a lecturer 
on rhetoric, a very interesting critic of the theater. To entertain 
the captive audience left reluctantly stranded there, he quickly 
wrote and staged The Stratford Jubilee, a two-act comedy with 
a rhymed prologue, "Scrub's Trip to the Jubilee."1 He offered 
it to Drury Lane, but it was refused, and his wavering loyalties 
transferred themselves for a while to Samuel Foote, to whom 
the published play was dedicated.2 Like Garrick, Foote had 
his own ideas about what should be done dramatically with the 
Jubilee, and he did not use the play at the Haymarket, but 
he did put "Scrub's Trip to the Jubilee" on stage, Weston 
speaking the lines.3 

In the play there is little attempt to individualize any character 
and the dialogue is basically stock London patter. One scene 
shows people in Jackson's costume shop choosing dresses for 
the masquerade ball; the witticisms could have been transferred 
to any setting, but the faults and failings of Stratford are present 
at least in the background, and Stratford inconveniences give 
pretext for some of the lines. So London's post-Jubilee satire of 
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Stratford began on the banks of the swollen Avon. 
Foote managed to get back to London in time to close his 

summer season at the Haymarket with a performance London 
had been waiting for. He closed on September 15 with a gala 
performance of The Devil upon Two Sticks. His pre-Jubilee 
deviltry had promised much for his eyewitness accounts, and 
the Great Comet had played into his hands. He did not dis
appoint his clamorous audience. At this time he spoke "The 
Devil's Definition of a Jubilee.'* The gibes at Stratford and 
at Garrick's Stewardship and the praise of Shakespeare may be 
taken as a pattern for much of the satire that followed. 

In 1755 Garrick had rung up a real failure with The Chinese 
Festival. The only other great failure of his career was the 
Jubilee at Stratford, and of the two, this was the more personal 
and the more embarrassing. He approached the matter cautiously 
at Drury Lane. On September 21 he staged the old favorite 
popular for ten years, Harlequins Invasion. It was close enough 
to the Jubilee message to form a test case, but it had no reference 
to Stratford. He augmented the final scene of the triumph of 
the statue over Harlequin with some of the glorification planned 
for Stratford, and all went well. He took heart. He was not 
ruined, but he was cautious. 

Before he went to Stratford he had submitted a play named 
The Jubilee to the licensing authorities. There is no record of 
the nature of the play—only of its licensing.4 The overflow of 
visitors and of the Avon made it passe almost as soon as it was 
on paper. He was by no means sure that London audiences 
were in a mood for eulogies of Stratford, but the ode had been 
a triumph even amidst the very flood, and he risked its eulogies. 
He staged it September 30 as it had been performed in Stratford, 
and it had eight very successful performances that season. People 
came from rural sections of England to see it. The striking use 
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of spoken recitative delighted the public. Walpole missed it, 
and Garrick went to Strawberry Hill and read it for him. 
Thomas Sheridan and others lambasted the ode in the press, 
but Garrick's reading of it drew unfailing applause. The poem 
as it lies flat on a page in black and white may not seem to 
deserve the praise given it when colored by Garrick's voice, but 
given that color, critics said it explored areas left untouched by 
English poetry for years, energy of language and beauty of 
sound.5 Despite requests from the public that Tom King's stunt 
of the macaroni who disliked Shakespeare and Garrick's oration 
be staged also, Garrick did not repeat that part of the show.6 

It is a mistake to think of the ode as driven from the boards 
by satire. It was absorbed by The Jubilee, but it was highly 
successful in its own right. Garrick mentioned Sheridan's 
critique and parried it with the proof of box office receipts: 
Sheridan as Longinus was "a blockhead," and for the ode "More 
triumph."7 Samuel Foote kept up his threat to stage his own ode; 
announcements appeared in October and again in November.8 

The idle threat only served to call attention to the Drury Lane 
performance. But Garrick had promised Lacy a new play that 
would "indemnify us," and the one he had written would not do. 

Then George Colman took action. At Covent Garden on 
October 7, he opened his own play Man and Wife: or the 
Stratford Jubilee, no afterpiece, but a lavish full-length pro
duction. Instead of the usual rhymed prologue, Colman wrote 
a little skit, as Foote sometimes did when he wanted to clarify 
his position with regard to a current issue. I think that Garrick 
himself at this point would not have dared be as beneficient. 
The character Dapperwit (played by Dyer) represented Colman 
himself, author of the play and manager of the theater. He had 
two foils, Jenkins (played by Hill) and Townley (played by 
Wroughton). Jenkins had been out of town and could ask all 
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the necessary naive questions. The sophisticated Townley could 
quote all the current criticisms of the event for Dapperwit 
to refute. 

TOWNLEY [quoting FooteJ: Ay, Sir—but an ode without poetry— 
DAPPERWIT: AS to the Ode—it has one capital fault, I must 

confess. 
TOWNLEY AND JENKINS : Well—and what was it? 
DAPPERWIT: Why, Gentlemen, I understood every word of it. 

—Now, an ode, they say—an ode—to be very good, should 
be wholly unintelligible. 

JENKINS: Well—but you intend to give it here, I suppose? 
DAPPERWIT: No—the Ode can nowhere be heard to so much 

advantage as from the mouth of the author—and indeed it 
was so happily calculated for the time and place, for which 
it was originally intended, and the speaker so truly felt a 
noble enthusiasm on the occasion, that you have lost a very 
exquisite pleasure (never to be retrieved) by not hearing it 
at Stratford-upon-Avon.9 

Dapperwit attempted to bring Foote over to the side of the 
angels. The satire of "my friend Pasquin" is not like ordinary 
mudslinging, but like fuller's earth, which left his adversary 
cleaner than before. Theater critics ridiculed this "exquisite 
scene to sweeten Mr. Garrick for anticipating his pageant," and 
had much to say about the fuller's-earth simile,10 and Foote's 
"kindly intention," but Colman's play must have seemed to 
Garrick heaven-sent, for it put the ground back under his feet. 

Colman's lively three-act comedy opens on a scene of con
fusion in the White Lion. Orders are shouted for the rooms 
with their Shakespearean names: madeira for As You Like It, 
punch for Measure for Measure. The problems and discomforts 
are treated with light good nature. The army of waiters imported 
for the occasion are creating more servant problems than they 
are solving, but they are jolly creatures, ready to sing the praise 
of the Bard at the drop of a salver. Boot boys lose the guests' 
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shoes. There is no stable room for the visitors' horses, but they 
are assured that Jack Pratt's Whirligig is receiving the best of 
care. A visitor tipsy from bumpers to Shakespeare and the 
Steward sings "The Mulberry Tree." The long scenes of local 
color frame the slight plot and the bickerings of the Man and 
Wife who give the play its title. Mr. Cross favors one suitor for 
the hand of his daughter, a man named Kitchen (played by 
Dunstall) whose "mind was a great pantry," and all his talk of 
eating and drinking. Mrs. Cross (played by Mrs. Green) favors 
Marcourt. Charlotte herself (played by Mrs. Bulkeley) favors 
Colonel Frankly. 

Act II is dominated by Mr. Cross (Ned Shuter) until the 
scene shifts to a street and the Shakespearean characters march 
through the town to music by Arnold.11 Act III takes place in 
the Rotunda at the masquerade. Charlotte's young sister (played 
anonymously and very successfully by the eleven-year-old daugh
ter of the composer Linley) and the gorgeous Mrs. Baddeley 
(the maid) worked the classic maneuver of shifting masquerade 
costumes, Charlotte elopes with Colonel Frankly and is recon
ciled with her parents. 

Colman elaborated on Garrick's use of Tom King at Stratford. 
His character Marcourt is essentially the same (brilliantly played 
by Henry Woodward). Marcourt's French affectations are seen 
in his dress, mannerisms, and his French hairdresser, La Fleur, 
but chiefly in his voicing of his opinion that love of Shakespeare 
is evidence of low taste. Colman extended the idea to apply to 
all the characters, the assumption being: What you think of 
Shakespeare and the Jubilee betrays what you are. Crabbed age 
in the father is revealed by his disgust with Jubilee joy. Mrs. 
Cross, a social climber, has attended the Jubilee as she attends 
Shakespeare's plays, only because it is fashionable to do so. 
Those who scheme to unite the lovers are idolators. Gradations 
in social class in minor characters are emphasized by degrees of 
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ignorance about Shakespeare. These ideas enter into all the 
scenes of confrontation, intrigue, and reformation. Even this 
excellent cast did not prevent public interest from centering in 
the Jubilee songs (some cribbed from Garrick), the especially 
skilful movement of crowds in the Stratford streets, the very 
fine backdrops of Stratford scenes, and the procession that 
attended the idolized statue. 

Colman tried to keep his plan from Garrick's ears, but word 
got to him at Hampton of the whole project, and he wrote a 
new play, The jubilee, in a day and a half and put it on stage 
a week after Man and Wife opened, October 14. The pageantry 
was "the marvel of the age," and the play was considered a mere 
pretext for the pageant by both Garrick and the public. He 
never published the script. For once Garrick underestimated 
the value of his work; the play contains some of the best scenes 
he ever wrote. 

The mockery of Stratford folk is more trenchant than Col-
man's and more carefully detailed. He paid off the villagers 
who smashed his stage lights and built that soluble Rotunda. 
Ignorance, avarice, and lackadaisical ways are dramatized by 
means of local history and names indigenous to the town. In 
1605 Stratford had been a hide-out for papists accused of 
complicity in the Gunpowder Plot, the very name suggests 
Romish activities, and Angelo with his "mortal deal o* gun
powder" bodes another Plot with "the Pope at the bottom on't 
all." With the fine illogic of the elderly rustic, the villagers 
think both antipapist and anti-Semitic sentiments demand a 
protest, for the name also suggests the current legislation termed 
the "Jew Bill." The cannon terrify them, the flood proves it 
is all the work of the devil, yet they see no reason why they 
should not make a profit out of it even so. 

The central character is one of the Irishmen who came to the 
Jubilee. The role was written for John Moody, famous for such 
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parts. His stage-Irish brogue was foil for the Warwickshire 
accents of the natives, his stage-Irish stupidity foil for their 
native guile. Whereas Colman spoke of discomfort, Garrick's 
Irishman is seen arising weary and disheveled from trying to 
sleep in a post chaise, the only bed available to him. Whereas 
Colman glamorized the dawn serenade, Garrick used it as a 
means of waking and annoying his hero. Whereas Colman dis
counted Foote's satire, Garrick endorsed it and rhymed it into 
a song, "What's a jubilee?" 

This is Sir a Jubilee 
Crouded without Company 
Riot without jollity 
That's a Jubilee 
Odes Sir without Poetry 
Music without Melody 
Singing without Harmony 
That's a Jubilee 

Within the play proper, Colman used the Jubilee as setting for 
Love's Young Dream. Garrick showed it as an expensive dis
appointment to the major character and pretext for graft in 
the minor roles. Tom King played a role with lines which, like 
his lines as the fop in the performance in the Rotunda, cite 
the satirists' criticism, but the background of the play gives 
more force to the gibes in this version. Colman's play is nearer 
comedy, Garrick's is nearer satirical farce. Thus far in the 
season there can be seen a steady progress in the increasing 
satire of Stratford, and there was more to come. 

Yet any reading of the two plays, the lines alone, results in 
a false impression. All accounts by those involved in the plays, 
those who saw them, those who reviewed them for the periodicals 
show that plot and dialogue played relatively small parts in the 
total effect of the productions. The lasting impression was 
made by the processions and the pageantry. During this era 
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Covent Garden excelled Drury Lane in the presentation of 
spectacle, but for once Garrick surpassed his rival. The Drury 
Lane spectacle was unanimously declared the greatest stage 
spectacle of the age. Colman erred in using too many of the 
"leading" characters, for at the time it was difficult to differ
entiate them clearly by their dress. Newspapers complained of 
not knowing who was who in the Covent Garden procession. 
Garrick left no room for doubt. He marked his groups by large 
banners bearing the titles of the plays. He identified his 
characters by action; the element of pantomime increased as 
time went on. They carried identifying stage properties. Even 
in Stratford he gave many of the characters historically correct 
costumes, and in the course of the entire run this use of historical 
costumes increased until it was said that the entire procession 
was so clothed. Colman used four divisions, Garrick only the 
two of comedy and tragedy. 

Another difference was the unprecedented demand at Drury 
Lane for audience participation. The procession came, not from 
the wings but from the street. It wound through the audience, 
symbolically drawing the spectators into the idolatry and literally 
drawing with it the man in the street, for Garrick would thus 
supplement the procession, to the annoyance of some of the 
actors. This participation of the spectators was carefully plotted. 
By the time the final curtain fell, the audience stood on common 
ground with FalstafT and Lear, singing the familiar songs from 
the Garland, all men together, all together doing obeisance to 
the statue. The final stage directions read: 

Every Character tragic & comic join in 
the Chorus and go back during 
which the Guns fire, bells ring, etc. etc. 
and the Audience applaud 

Bravo Jubilee! 
Shakespeare for Ever! 
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Letters, diaries, periodicals, and drawings supply not only 
accurate accounts of the production, but also an account of the 
manner in which it changed. There is a partial picture of the 
procession as it was meant to appear at Stratford.12 There is 
a remarkably clear drawing of the procession as it was staged 
in 1770.13 Garrick's list for 1769 is given in the copy of the 
play owned by Huntington Library.14 James Messink, stage 
manager of Drury Lane, left a record of his plans and proposals 
for the arrangement of the procession in the fall of 1770.15 

Captain James Saunders made a copy of the play proper which 
is in the Stratford archives, made about 1813. One of the best 
accounts of the production was given by Johann Wilhelm von 
Archenholz (1743-1812), who saw it twenty-eight times with 
no diminution of pleasure. He visited London in 1769 at the 
age of twenty-six, veteran of nine years' service in the army of 
Frederick the Great. His history of the Seven Years' War is a 
valuable source book. He wrote England und Italien in three 
volumes (1785) and two years later expanded it to five volumes 
which were translated into many European languages. In the 
opinion of John Alexander Kelly, the book did more than any 
other to give the German people a complete picture of England.16 

The French version of 1788 was translated into English in 1789, 
reissued in abbreviated form in Dublin on 1791, and in 1797 
the German was translated for a new English publication. Young 
as he was, Archenholz had traveled widely, and he viewed the 
English stage with a keen and cosmopolitan eye. For his 
European readers he made The Jubilee an important clue to 
the understanding of the English nature as well as the English 
stage. The typically English institution of the stage afterpiece, 
where great events of the day were promptly reflected in the 
tnirror of the stage, seemed to him to have a peculiar function 
and a great importance, for it was at this point that drama had 
its most direct connection with contemporary life. Of these 
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pieces The Jubilee was by far the most remarkable and signifi
cant. And simply as spectacle it was "probably the most 
magnificant pantomime ever seen in Europe." By the fall of 
1770 the playing time was an hour and a half. Garrick used 
more and more dumb show, and the characters came more and 
more alive outside the framework of their own plays. Lady 
Macbeth and Coriolanus sprang into startling life almost within 
reach of the spectator's hand. 

I am indebted to Mr. Kelly (who had access to the complete 
work) for many details. I did find a complete German edition, 
but—perhaps significant of the charm of my subject—the section 
on The Jubilee was missing. I quote from the abbreviated 
Dublin publication: 

When it is acted, the scenes are painted to represent the 
marketplace at Stratford. At a certain signal, the stage is filled 
with a mob of country people, whom they actually take out 
of the street on purpose; and then begins a procession the like 
of which has never been seen in any theatre. 

A troop of dancers march first with a solemn step; after them 
come nymphs, who strew flowers around. The principal charac
ters in each comedy then make their appearance, preceded by a 
flag, on which the name of the play was inscribed; a triumphal 
car, in which Thalia is drawn by grotesque figures, closes the 
first part. 

This is succeeded by the Muses, Venus, and the Graces; 
Cupids, Nymphs, Fawns and Dryads, who carry the statue of 
Shakespeare, and keep time to the sound of instruments of 
music. 

Tragedy closes the procession, attended by heralds and 
standard-bearers, who walk before her: then not only the 
principal characters in each piece, but also the most striking 
incidents make their appearance. 

In Macbeth the sorcerers and their cauldron; in Coriolanus 
the tent of that general adorned with the fasces; and in Romeo 
and Juliet the tomb of the Capulets, forcibly impress the mind 
with the principal incidents in every play. 

When the persons of the drama arrive on stage, they represent 
in dumb-show, the principal passages of the tragedy. 
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King Lear exhibits the madness with which he is supposed to 
be afflicted; and Richard III that fury with which he is trans
ported in the midst of the battle. 

Macbeth appears with a bloody poniard in his hand, and his 
lady, as described by the poet, pursued by the avenging furies, 
and wandering about the palace with a lighted torch. Juliet 
starts from her lethargy, and lifts her head from the bier. The 
lictors and the eagles precede Julius Caesar; a number of ladies 
prostrate themselves before Coriolanus, and implore his protec
tion. The procession closes with Melpomene, who is drawn in 
a chariot, and holds an uplifted dagger in her hand. 

The last scene represents a superb temple, the altar of which 
is adorned with the principal subjects mentioned by the poet, 
depicted in transparent paintings. 

This was a real apotheosis, for it was not literary fanaticism, 
but a just admiration of everything that is truly great and 
sublime, which placed the statue of this immortal genius in 
the temple of immortality.17 

Garrick and Colman used the same eight comedies, but the 
order varied. The picture shows Benedick, the character usually 
taken by Garrick, in the position of climax just before the Comic 
Muse; Garrick's manuscript puts Falstaff there with Much Ado 
immediately preceding; Messink spaces the two important groups 
for better effect. Ten characters from As You Like It formed the 
first group; Rosalind is omitted from Messink's list but included 
in Garrick's: "Rosalind in boys' Cloaths with a Crook." 

Seven characters from The Tempest are next. Messink 
omitted Ferdinand, but he is clearly present in the picture, and 
is mentioned in the London Chronicle review.18 "A Ship in 
Distress" is part of this group; it appears to be about twelve feet 
long and is extremely realistic in its storm-tossed condition. Six 
characters from The Merchant of Venice, then Much Ado about 
Nothing, the two gentlemen from Verona with Launce and his 
dog, Twelfth Night, Midsummer Night's Dream with Oberon 
and Titania riding in a gorgeous carriage, one season drawn by 
cupids and adorned with the moon and stars, the next season 
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shaped like a nutshell. At least twenty-two characters marched 
with Falstaff. 

Messink's orthography is so original that I can make nothing 
of his first tragic item. "Mr Nelson in his carage & Drums 6 
Trumpets t[wo?J & tow." Benjamin Wilson, who had given 
artistic counsel at Stratford, assisted in planning the pageantry.19 

Perhaps he also took part, and Nelson is Wilson. Mr. Nelson 
is granted the dignity of a "Pageant," an honor accorded only 
to the ship, the fairies, Richard's tent, Juliet's tomb, Cleopatra's 
boat "with Purpell Sales," and Coriolanus' throne. The Corio
lanus group was a late addition and a very popular one. 

8 Matrons of Rome 
Coriolanus's mother, wife & son 
the Pageant to Represent a kind of trone 
comeposed of Tropheys of arms & spears 
Tullus Afegius sitting on the Right Hand 

of Coriolanus 
6 Roman Soldiers at the side where 
Coriolanus sits, there helmets, with 
horse tales 
6 Volchon soldiers—at the other 
side where Tullus Afegius sits; with 
plooms of feathers in there Helmits. 
when the matrons come down front 
the kneel, while the Pageant goas 
of the folow, it melincoly. 

Stage history proves that Messink could stage the "melincoly" 
better than he could spell it. Archenholz twice mentions this 
scene as impressive and pathetic. 

Messink, with sure sense of pageantry, preferred ghosts and 
witches to "lovers," whose costumes made them rather non
descript in those days. King Lear was always played in Nahum 
Tate's version, in which Cordelia was a "lover" and the Fool 
was omitted as indecorous. Messink wanted the Fool in the 
procession and Cordelia out. Probably he was only searching 
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for characters that could be vividly portrayed by dress and dumb 
show, but he gives the impression of defiantly seeking out all 
the skeletons in the Shakespearean closet—all the scenes that 
were criticized and altered by neoclassical strictures. He wanted 
the gravediggers. He wanted the "low" characters next to Juliet. 
Voltaire used the opening scene of Othello as proof that Shake
speare was a barbarian. Messink wanted Brabantio dressed, 
without equivocation, in night gown. Messink endorsed the 
supernatural, the juxtaposition of comedy and tragedy, the 
mixture of social classes on stage. His artistic principles were 
not pure, by some standards, but he was doing all he could 
to change the standards. Swiftly and surely the scenes caught 
up the audiences in their emotional power. 

"The famous festival at Stratford, in honour of our immortal 
Shakespeare, seems to have cut out a whole winter's work for 
the theatres in London; and very well hath the public been 
entertained at both houses," cheerfully observed the Monthly 
Review early in the season of 1769.20 As months went by the 
press commented with more acerbity on the theatrical domina
tion of the jubilee plays. Actors (especially those at Covent 
Garden) felt that it lowered their dignity to be called on night 
after night "To swell a progress, start a scene or two," when they 
should be playing leading roles.21 Both good taste and piety 
were offended. The question of blasphemy involved in the 
use of the statue in the processions is discussed later in Part II, 
but the matter of taste was a very important one also. Francis 
Gentleman in The Dramatic Censor wrote: 

. . . That public appetite should feed so long and greedily 
upon one dainty, is almost beyond the bounds of credibility; and 
for managers to run it so enormously, as far beyond the bounds 
of justification; for admitting there are fools and children 
enough to answer the end of such unparalleled repetition, what 
apology can be made for the many sensible, distinguished 
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friends of the theatre, who must either absent themselves half a 
season, or have this mummery imposed upon their taste and 
feelings . . . ?22 

The idolatry of the creator became the second focus of satire. 
On January 24, Colman, seeing himself worsted anyway, moved 
with the pressure of criticism. He cut Man and Wife to an 
afterpiece which omitted both the prologue and the procession. 
Thereby he deleted both the editorial approval of the Jubilee 
and the offensive idolatry. 

January 27 at Covent Garden Harlequins Jubilee opened 
with Henry Woodward as author and star. And now we must 
return to the story of the fight between legitimate drama and 
pantomime, and look again at the sensitive barometer of public 
taste to be seen in Professor Harry Pedicord's tabulations and 
analyses. Harlequin's Invasion by Garrick is third on his list 
of performances during Garrick's regime. First place, second 
place, and fourth place are taken by pantomimes devised by 
Woodward. That all four first places are pantomines gives 
indication of the popularity of the form of entertainment and 
the competition it gave legitimate drama. Although pantomimes 
were staged as afterpieces accompanying other drama, still good 
pantomime at one house could empty the other house by its 
attractions. The greatest of the harlequins was John Rich, who 
mimed at Covent Garden under the stage name of Lun. After 
Lun's death, Garrick rewrote Harlequin's Invasion as a sort 
of tribute to him, and explained his giving spoken lines to his 
characters by saying that no one could make action speak as 
Lun had, and words were now needed. After Lun's death 
Woodward was supreme as harlequin and as devisor of harle
quinade. He was successful also in serious drama, and is said to 
have been one of the greatest Mercutios of all time. Harlequins 
Invasion, then, was year in and year out the most popular of the 
pieces dramatizing the conflict between the two forms of enter
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tainment. Harlequins Jubilee was a reversal of its theme; in it, 
the great Lun triumphed over Shakespeare's statue. The piece 
was not published, but the songs and choruses were, and 
from these and from accounts of those who saw it, a plot may 
be reconstructed. 

Garrick had associated his harlequin with the rainbow. Tak
ing this cue, Woodward designated Iris, goddess of the rainbow, 
as "goddess of pageantry and show." Therefore, when Garrick 
marked his Jubilee crowds with the sign of the rainbow as seen 
in the ribbon favors worn by all there, he inadvertently aligned 
the Jubilee with the opposition and delivered it into the power 
of the goddess of pantomime. Iris guarded her realm jealously. 
It was she who caused the rain to fall and put a stop to the 
procession, for such things did not belong properly to Shake
speare at all, but to Lun, her favorite. From time to time Iris 
appeared in the sky in her rainbow to work her deeds of love 
or vengeance, in a manner suggestive of that lady as yet in the 
future, the Queen of the Night. Iris was still the handmaid of 
Juno, as in classic mythology, and under Juno's orders was 
promoting the cause of two rather extraneous lovers, performing 
such feats of magic as transporting them bodily to Stratford 
when parents threatened the pair. The parents gave their con
sent, the lovers were united on the banks of the Avon, then Lun 
appeared, true king of the nonsensical doings that were taking 
place at the Jubilee. He vanquished Shakespeare at his own 
Jubilee, and the final apotheosis was given to Lun. 

The closing was a masterpiece of jest at Garrick's expense. 
Gainsborough's Jubilee portrait of Garrick had as background 
Lord Pembroke's estate at Wilton, Garrick embracing a bust of 
Shakespeare in the foreground. As Wilton was the perfect 
formal estate, so Park-place, near Henley, the seat of General 
Henry Seymour Conway, was perfection of another sort. Gen
eral Conway, called by landscape gardeners "a true follower of 
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nature," planned every detail himself, and every detail of rustic 
bridge, subterranean passage, grotto, ruins, lonely tomb (un
occupied), and romantic cottage was known to the many visitors 
to the show place and to readers of magazine verse written in its 
praise. General Conway, one of the most popular public figures 
of the time, had attended the Jubilee. Richards and Dahl, scene 
painters at Covent Garden, also had attended. Colman probably 
had Conway's consent for such a prank. Woodward, who was 
given a second benefit that year for Harlequins jubilee,23 in 
his introduction to the songs acknowledged how much of the 
success of the show was due to Richards and Dahl. Against a 
background of the romantic, natural beauties of Park-place, Lun 
was posed in parody of Garrick. I think we may trust the great 
mime Woodward to get the last atom of effect out of that affec
tionate embrace. Lun was idolized as creator, and his creatures 
entered to do him homage. "In the pageant scene several of 
the characters that walk at Drury Lane are highly ridiculed, 
particularly Mark Antony and Cleopatra, who dance off with 
their black retinue to the playing of casquers."24 This joke was 
a special joy to Town and Country Magazine. After all, Shake
speare had not really "created' Cleopatra; Lun had used the 
characters, too. Lun in his miming loved to bring to life a sack 
of flour, a windmill, a pudding, the sun, the Platonic egg from 
which man had hatched, a skeleton. All these creatures did 
obeisance to their creator. And—most remarkable of all—he 
gave life to his own statue. When all the creatures were assem
bled, the statue moved slowly from its frozen stance and with 
a great harlequin leap began a mad joyous dance to his own 
life-giving powers. So Lun outdid Shakespeare, but only because 
Garrick had foolishly placed the Bard within Lun's rightful 
territory. It was not Lun who had put the Bard at such a dis
advantage, but the very man who professed to be his best friend. 
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Better than Garrick, Lun knew what praise was due the great 

Shakespeare, in what area each was king. 

Songs grotesque and jocund raise

To Lun, who merited our praise!

Who ransacked Heav'n, Sea, Earth and Den

For Monsters, Deities and Men;

Who, Proteus like, cou'd vary shape,

And change to Spaniel, Dwarf and Ape:—

Whose Fancy, Nature's self outrun;

Then songs of triumph raise to LUN.


And, once the proper bounds of taste and method were acknowl
edged, none knew better than Lun where he and Shakespeare 
and all drama of whatever form met on common ground. The 
closing chorus is in praise of Shakespeare, "The king o' the 
stage." 

Tho' Pantomime 
In Shakespeare's time 

Was all unknown; 
He knew full well 
The pow'r of spell— 

THAT POW'R HIS OWN.25 

Thirty-one performances in the remaining four months of the 
season show the public's delight in the joke. Although all the 
necessary explanation of eighteenth-century landscape garden
ing may be tedious, this was an important subject at the time, 
and the explication makes clear, not only this joke, but also what 
I mean when I say the Jubilee became involved in all areas of 
life. Garrick had staged Harlequins Invasion on September 21 
and October 2, but after the opening of The Jubilee had shelved 
it. Now, of course, he answered with it, and put it on four 
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times more that season. Six performances in a season for that 
piece represents a distinct drop. The opening season (1759) it 
had twenty-five showings, eighteen the next, thirteen the next. 
It was dropped during Garrick's stay in France, but had twenty-
four, twenty-two, and sixteen performances during the three 
preceding seasons, and in the next four seasons was given seven, 
fifteen, sixteen, and nine times. The seven and nine represent 
big years of The jubilee, which topped three seasons in number 
of performances. Its popularity could depress the ratings of 
very much beloved favorites. Entrenched by two darlings of the 
box office, Garrick continued to worship the same statue. The 
boundary marked by the footlights is always flexible; the distance 
between actor and audience narrows with soliloquy, widens with 
violent action. When an audience observes any action along 
with the actors who are simultaneously observers of a play-
within-a-play, actor and audience come closer together. In The 
Jubilee the boundary-line between art and life was made almost 
to disappear. So skilful was Garrick's juggling of play-within
play-within-play that the audience at The jubilee could not at 
any given moment measure the exact artistic distance between it 
and the show. The fluidity of that important line was part of 
the message. All that stage craft could do was done to preach 
the doctrine of the human reality of Shakespeare's creatures, and 
no satire could undercut the effect on the public. 

The stage productions described up to this point were the 
more dignified of a great number of entertainments that derived 
from the Jubilee in Stratford. Even these operated on the 
comedian's principle of the running gag. Rivalry among Jubilee 
shows was on the whole less a rivalry than a co-operative ven
ture, as one production cribbed from others and each advertised 
all. With all their conflicting elements, they showed a curious 
interlocking relationship, and all accepted as a constant the 
theme which gave them unity—the perfection of Shakespeare 
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and the terms in which it was now conceived. So much did the 
productions depend on one another that it was necessary to 
know the entire Jubilee canon in order to understand the jokes, 
as parodies were parodied and burlesques were burlesqued. This 
element of interdependence was greatly increased when the 
shows moved to the public gardens and little off-beat show 
houses, for they were by nature derivative; but even in the major 
houses this characteristic was striking. The Jubilee was a private 
joke made public, a closed inner circle open to all. For all were 
really and truly idolaters, being honest English citizens. 

The Two Magpies were an example. On the road from 
Hounslow to Colnbrook there were two inns known for their 
long quarrel about which had the prior right to the name "The 
Magpie." Garrick in the prologue for The jubilee had Tom 
King, in the character of one of the waiters imported to Stratford 
to serve Jubilee crowds, compare Drury Lane and Covent Garden 
co the two inns in their contest to claim the first Jubilee play.26 

When Woodward planned Harlequin's jubilee, he elaborated 
on this joke, and wrote a duet for the two innkeepers, whose 
black-and-white Waiters' garb was shaped to look like two birds. 
He also borrowed Garrick's and Dibdin's song "Warwickshire" 
as his model. King said (every night the play was on, for the 
public demanded the Magpie prologue) that the Old Magpie 
had no wish to monopolize. 

Each Magpie, your Honours, will peck at his brother; 
Their natures were always to peck at each other. 
Young landlords and old ones are taught from their calling 
To hate all engrossing—but practice forestalling. 

Woodward answered in the same goodnatured vein. 

Of Magpies we know 'tis the nature,

To peck at each other, and chatter;
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Like wits of the stage they will crib for relief, 
And he that cribs most is the first that cries Thief; 

First that cries Thief, 
Cribs for relief, 

And he that cribs most is the first that cries Thiefl 

To force a good trade is the plan-
Each magpie will do all he can;— 
Pro Publico bono will show his best skill, 
For the will of all wills is the public's good will; 

Public's good will! 
Matchless still! 

For the will of all wills is the public's good will! 

The many allusions within the two prologues are carefully 
explained by the press, and the many allusions to the poems 
continue in stage work, in prologues, and in costumes at the 
London masquerade balls.27 

Stage sets provided similar jokes, not only the use in 
Harlequins Jubilee of the enlarged "Gainsborough" portrait, 
but jokes which grew out of the long run of the plays and the 
shift of mood. For example, the sets of Man and Wife, a play 
in which satire was very gentle, were used as background for 
the play when it was given in less beatific mood, and again 
in Harlequins Jubilee, where the element of ridicule had 
increased. Thus the very sets became silent satires of the 
Jubilee, showing the management's change of policy. Yet all 
the stage sets had the result of endearing Stratford to the 
public, as the pilgrims testify in their diaries and accounts 
of the pilgrimages. What united these productions was more 
important than what divided them. The jokes were ambivalent, 
and could be made to work both ways. An example is Garrick's 
metaphor comparing Shakespeare to the turtle in his toast to 
the Bard at dinner. Colman used it prominently in Man and 
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Wife, and it went through many variations both of form and 
of mood. There is something ludicrous in Garrick's going to so 
much trouble to make a point that was already made, sending 
out expeditions to catch the thing, getting Gill to cook it, pre
empting the town hall for a kitchen, transporting it across the 
flood, and then not having enough to go around for the unex
pected throng, all "to celebrate a poet whose works had made 
him immortal," to quote the "Devil." And so it was repeatedly 
said that the whole Jubilee nonsense developed the public's 
taste for mock turtle in procession and pantomime, to the point 
where it now was preferred to the genuine meat. 

There was a surfeit of mock turtle. Covent Garden, which 
had been running well ahead of Drury Lane in number of 
Shakespearean performances (in one season reaching the sur
prising total of fifty) dropped to thirty performances that season. 
At Drury Lane, however, there was the richest diet of the true 
turtle that theater had ever offered the public—forty-six perform
ances, forty-eight if one counts two performances of a revival 
of The Double Falsehood, which at the time was billed as 
Shakespeare's.28 By my tabulation, the combined offering of the 
two theaters that season was 202 bills. On 41 bills no turtle 
was available, but on 161 bills for a total of 230 performances, 
Shakespeare was on stage in some form. Mock turtle accounted 
for 152 performances, if the two performances of The Double 
Falsehood be counted as true Shakespeare. 

As the season wore on, the satire of local color in Stratford, 
the satire of bad taste and idolatry in the processions joined with 
a third object of satire which may be called, in Samuel Foote's 
phrase, "Lear's old surtout." It was a tenet of neoclassicism that 
universal ideas should be clothed in modern dress, not as 
token of their modernity in any narrow sense, but as token of 
their universality. Augustan translations exemplify the principle. 
Dryden consciously strove to make Virgil sound like a modern 
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English gentleman. Isaac Watts, following Dryden's dictum, 
strove to make the Psalmist sound like a modern English gentle
man, and translated allusions to the chosen race into British 
Christianity. Aversion to archaism was a principle of taste. 
Archaism was undignified and distracting. What was universal 
should be presented clearly and directly to the mind, cleansed 
of all that was peculiar to the past, so the mind might dwell on 
universal truth. By this standard, historical costumes were 
undignified, distracting, and as unworthy of classic truth as 
were archaisms in the vocabulary. It is easy for us to see that 
firecrackers add little to Lear's dignity, but accustomed as we 
are to romanticism's doting on historical suggestiveness and to 
its love of the long ago and far away, it is less easy for us to 
understand why Lear's dignity was insulted by costuming that 
suggested the era in which he lived. But so it was. And Lear, 
grandest of Shakespeare's tragic and royal figures, became a crux. 
After such a theatrical season as this one, Foote, the British 
Aristophanes, rallied to his classical standards for a new attack. 
The Haymarket opened on May 16. 

His growing rancor can be seen by comparison with the rela
tively good natured Definition. Earlier he had been deterred 
from using Whitehead's lines against Garrick; now he voiced 
his derision in echoes of a more famous poem, Johnson's pro
logue for the opening of Drury Lane. Foote placed the blame 
squarely on Garrick for the dethroning of "Useful Mirth and 
salutary Woe" (Johnson's phrase). It was the costuming that 
Foote berated now as the most offensive feature of the whole 
season. This, he said, was not even mock turtle, but "Pease, 
beans and potherbs into ballads made, / And cry'd about by 
folks in masquerade." 

Not small the sin t'have sunk the people's taste,

Chill'd their fine fires, their solid sense debas'd;
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Turn'd useful mirth and salutary woe

To idle pageantry and empty show;

Wit, men, and manners, incident and plot,

Passion and pathos totally forgot;

Blasted the bays on ev'ry classic brow,

Taylors are deem'd the only poets now:

Hark! what a roar at Lear's old surtout,

Falstaff's stuffed vest, and Pistol's hat and boot!

To solemn sounds see sordid scenemen stalk,

And the great Shakespeare's vast creation—walk!

Can a lean wardrobe all his pow'rs express?

Can his fine phrenzy creep into a dress?

E'en Roscius blushes at his own success,

And feels some transient touches for his crime,

To have sunk these scenes below a pantomime.29


The prologue provoked a minor war among the pamphleteers. 
Foote had announced Drugger's Jubilee again, but again aban
doned the plan.30 

Garrick's determination to return to the days of Olde England 
led him to devise wonderfully amusing and authentic costumes, 
and he picked for concentration that group where he had a 
nucleus of history to work from. Falstaff was one of the few 
characters that had been given conventional costume rather 
than contemporary costume in continuous tradition from the 
days of Betterton. Professor G. C. D. Odell is of the opinion 
that Dame Quickly alone of all female characters suggested 
conventional costume by wearing an antique peaked hat with 
her contemporary dress.31 So clever were Garrick's improve
ments on this tradition that Colman copied the costumes for 
the procession of Man and Wife and by his forestalling was 
the first to put on stage a whole group of characters from a 
Shakespeare play in conventional costume. Garrick, intending 
to get his money's worth after the disappointment in Stratford 
and the cribbing at Covent Garden, not only outdid Colman 
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with his procession, where the use of conventional costume 
increased through the first season and was strongly reinforced 
for the stagings of the season of 1770-71, but also staged both 
parts of Henry IV in ancient dress that first season and in later 
seasons, and thus was the first to stage a Shakespeare play in at 
least an approximation of historically accurate costumes.32 At 
the public balls there grew a fad for dressing like the characters 
associated with the Jubilee, especially the Shakespearean charac
ters. Young men attended the theater clad as FalstafFs minions 
and there created disturbances in keeping with their dress. This 
masquerading, on the stage and off, was for some people the 
most distressing result of Garrick's degradation of Shakespeare. 
Why should Shakespeare need costuming? To make him 
dependent on tailors was degradation indeed. Sir Joshua Rey
nolds' portrait of Garrick between Comedy and Tragedy was 
parodied to show Garrick jilting both ladies for tailors and 
carpenters; he tramples beneath his feet torn fragments of the 
plays and holds instead a tailor's bill in his hand. 

Garrick, unabashed, set about to draw the public over to his 
historical point of view. Three editions of Shakespeare, Rowe's, 
Pope's, and Theobald's, had been illustrated. Garrick since 1746 
had tried to interest artists in illustrating the plays, as George 
Winchester Stone has said.33 Now he found a colleague in 
John Bell, a pioneering spirit in the bookseller's trade who was 
to become noted as a pioneer in the publishing of illustrated 
editions of good literature.34 Purists have called his edition of 
Shakespeare the worst in history, but it served his purpose and 
served many of Garrick's purposes. In 1709 Rowe had done 
much for Shakespeare when he reduced the size of the volumes; 
in 1772 Bell put Shakespeare literally in the pockets of the 
eighteenth century. They were pocketbooks. The plays were 
bound separately in inexpensive volumes, and, like the pamphlets 
and libretti that are sold now in theater lobbies, they gave the 
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reader the play as it was heard on stage. Bell's printing of these 
acting versions may have been an error in taste, but he preserved 
a record of the playing of certain roles which would have been 
lost but for him. Francis Gentleman did most of the editorial 
work with Garrick's "sanction and approval." Gentleman's 
"Essay on Oratory," which prefaced the edition, gave impetus to 
another enthusiasm of Garrick's, the lay reading of Shakespeare; 
the essay is mainly for the assistance of amateur declaimers. 
Format, price, acting versions, and theoretical material all were 
designed to fit handily into London social life, and it was 
inevitable that such an illustrated edition should be dedicated 
to Garrick: "The best Illustration and the best living Comment 
on Shakespeare." 

The illustrations were in such demand that they were sold 
separately for a guinea, in sets suitable for framing. Each play 
had two pictures, and the juxtaposition of the two had an 
immediate pedagogic value. Each play had a portrait of a famous 
actor in character on plain background. Mrs. Barry as Constance, 
Mrs. Matlocks as Princess Catherine, Mrs. Yates as Isabelle are 
indistinguishable as to pose and dress. Mrs. Lessingham as 
Ophelia faces the other way and has flowers spaced systematically 
in her hair. Garrick as Macbeth is a bit disheveled, Edgar and 
Trinculo are not quite in drawing-room attire, but Mr. Dodd 
could have worn Mercutio's cocked hat unexceptionably in 
St. James's Park. 

The other picture in each volume is quite different. Against 
a naturalistic background, detailed and historically accurate, the 
character appears in conventional costume. John Hall Mortimer, 
a painter of historical subjects, a pre-romantic Benjamin Haydon, 
did the major part of the art work and supervised the group of 
artists who worked with him (John Hall, Grignion, Liart, Sher
win, Edwards). Miss Yonge as Cleopatra could have drunk tea 
with Fanny Burney, but Mortimer's Cleopatra was quite Roman 
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if not quite Egyptian in dress and setting. Romeo, the grave-
diggers, the merry wives were at least Elizabethan. Garrick's 
Lear defies the storm in satin knee breeches, but the other Lear, 
the historical Lear, is vaguely biblical. 

The volumes of Bell's edition began appearing in 1772. In 
November of that year the Lady's Magazine took up the argu
ment, printing its own idea of what The Tempest should look 
like. The setting is naturalistic. Prospero is in tall peaked 
wizard hat. Miranda is shorn of wig, hoops, and flounces. Why, 
asked the ladies, can we not have Shakespeare staged thus, "as 
dictated by Nature, not as absurdly represented at either of the 
two theatres"? 

The next year Charles Macklin played Macbeth in kilts, but 
the public was not pleased with his half-measures. He wore a 
flowing wig and Lady Macbeth wore modern dress. 

The next season Garrick's world-famous Lear, now doubly 
spotlighted because it was to be his last, was as vaguely biblical 
as Mortimer's. It was Garrick's first appearance in costume, but 
he took no risk of ridicule, for he had established his own 
tradition from the Jubilee on. Lear in the Jubilee transparency 
had looked thus. Lear in the Jubilee processions had always 
worn his "old surtout," as Foote scornfully called it. French 
history tells us that Jacques Louis David put Talma in togas. 
Mortimer had no power in England comparable to David's in 
France, but he had Jubilee backing and the support of the 
Lady's Magazine.35 

The summer season of 1770 saw unusually strong Shake
spearean companies. At Richmond Theatre were Cautherly, 
Love, Keasberry, Mrs. Greville, and Mrs. Baker. At the Hay-
market, Shakespeare was played by Thomas Sheridan, David 
Ross, Francis Gentleman, Palmer, Davis, Reddish, Miss Yonge, 
and Mrs. Burton. The number of Shakespeare plays was about 
as usual. The number of plays with Jubilee connections was as 
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overwhelming as during the regular season which preceded. 
The Devil upon Two Sticks continued its Jubilee commentary. 
Harlequins Invasion and The Jubilee were performed frequently 
at Richmond. Archenholz had enthusiastically called Garrick's 
spectacle "the most marvellous pantomime ever seen in Europe," 
but he did call it pantomime. It was not, by his classification, in 
the realm of true drama. Foote said Garrick placed Shakespeare-
even King Lear—below the pantomime. A step below the 
pantomime lay the public gardens. The gardens were not 
declasse then, any more than they were when Handel performed 
there, but they certainly were not what Johnson had in mind 
when he dedicated Garrick to higher things. Garrick may have 
regretted his choice of a name for his festival, with its garden 
connotations. Naturally Ranelagh exploited the vast amount of 
publicity accorded its transient replica on the Avon, and "jubilee" 
now meant Garrick's Jubilee. A jubilee ridotto was announced 
for September 14 at Ranelagh. As soon as the Jubilites were 
home, they were assured by the management: "There will be 
horse patrollers, and an additional number of lights on the road. 
The footway from Buckingham Gate is lately mended and en
larged so as to make it very safe and easy for chairs." Fancy dress 
"with or without masks" was allowed, there was an entertain
ment, and of course fireworks. Similar announcements appeared 
in the Public Advertiser for October 4, October 12, November 
29. Francis Gentleman did not idle away his time while trapped 
in Stratford, and he was back in London certainly by September 
21. On that date the Advertiser carried this announcement: 

MARYLEBONE GARDENS. A Jubilee in Honour of Shake
speare will be held tomorrow, Friday the 22 instant, at 
Marylebone Gardens, where will be performed 
AN ODE with Chorusses written by Mr. Gentleman. The 
music entirely new, composed by Mr. Arnold. The Vocal Parts 
by Master Merryman, Master Brown, Mr. Rennelson, Mrs. 
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Forbes, Mrs. Pinto & others. The Recitatives will be spoken 
by the 
AUTHOR. The Garden will be additionally illuminated, and 
there will be grand Fireworks. The whole to conclude with a 
Ball. Fancied Dresses will be admitted but no Masks. Admit
tance one Shilling. To begin exactly at six. Vivant Rex et 
Regina. 

Arnold was composer for Covent Garden. He had attended the 
Stratford Jubilee with a view of making professional use of it. 
He wrote the music for Man and Wife also. Gentleman did 
not linger in adopting Garrick's invention of the spoken reci
tative. The Gazetteer and Daily Advertiser from time to time 
carried word of jubilees at Marylebone, usually featuring music 
written for Stratford. Queen Mab, a cantata composed by 
Dibdin and printed in the Garland, was performed at the gardens 
and at Richmond. This is quite another piece than Woodward's 
pantomime by the same name which opened in 1750 at Drury 
Lane and stands first on Mr. Pedicord's list of attractions at 
Drury Lane. George Saville Carey's masque Shakespeare's 
Jubilee was staged that summer, loaded with Bardolatry.86 

Barthelemon was in charge of music at Marylebone that summer 
and used music of Garrick's Ode and Garland in many concerts, 
and orchestras at other summer places were under the direction 
of other Jubilee musicians, who followed the same policy. There 
was close association between Richmond and the gardens that 
summer, and there seemed to be co-operation in use of per
formers and stage sets. Foote at the Haymarket did not stage 
much of this material. At Sadler's Wells, every night it was 
open from April 16 to July 24, Harlequins Adventures by Night 
was performed, a record approaching that of The Jubilee itself. 
These performances were not extensively reviewed, and unlike 
the other pieces mentioned here, this text has not survived (if 
there ever was a text). So I cannot tell its precise relation to 
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the Jubilee; it was elaborately mounted and consisted mostly of 
dancing, and seems to have had some relation to the two 
Harlequin-Shakespeare plays, and possibly to a non-dramatic 
satire of the Jubilee published in the spring of 1770, The 
Fairies' Revels: or Puck's Trip through London by Moonlight.37 

Hardly a display of fireworks was touched off all summer that 
did not take the shape of a mulberry tree or the swan of Avon 
or some such symbol. 

When the regular theaters opened again in September, the 
craze continued. Only in January, 1771, did the fever abate. 
Man and Wife continued as an afterpiece for several seasons, 
but Harlequins Jubilee lasted only through the height of the 
frenzy.38 Harlequin's Invasion kept its old popularity; as late 
as 1820 it had a revival, chiefly interesting because its review 
forms part of the brilliant theatrical criticism of William Hazlitt. 
Hazlitt loved pantomime, but this one, played at a deadly slow 
pace, gave him pretext for theorizing about what a pantomime 
should not be.39 Garrick's ode was done in the provinces but 
was not restaged at the time of his retirement from the theater 
in 1776. In London and in Stratford it had nineteenth-century 
performances as part of Shakespeare anniversary programs. 
Stratford in the twentieth century has seen two gala produc
tions, one as a benefit for the rebuilding of the theater in 1927, 
when Lewis Casson took the role of Garrick, Dame Sybil 
Thomdike played the Tragic Muse, and Irene Vanbrugh the 
Comic Muse.40 Since the ode was written to dedicate the town 
hall to Shakespeare, it was fitting that it be used to rededicate 
that building to him after the disastrous fire which in 1947 
destroyed the two Jubilee portraits of Shakespeare and Garrick. 
During the Festival of Britain in 1951 an audience composed 
largely of the descendents of those who had celebrated with 
Garrick assembled in the hall. Servitors wigged and powdered 
in eighteenth-century high style held golden candelabra to light 
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the costumed musicians. Michael Redgrave, dressed in a replica 
of Garrick's Jubilee suit, in a superb performance proved that 
the ode from the lips of a fine actor can still achieve great 
effects of emotion and excitement.41 

The jubilee by Garrick had a run of ninety-one performances 
for the season of 1769-70. This was the record run of the 
century. Next year it set a season record of twenty-seven per
formances. Even before it went on stage in the summer theaters 
it had begun its long, triumphant progress through the provincial 
theaters. It was staged at York Theatre in April, 1770, as a 
benefit for Tate Wilkinson.42 From 1770 on it was played in 
Dublin and taken on tour by the companies that went out from 
there.43 The first performance in Wales was given by a troup 
from Crow Street Theatre in Dublin on May 5, 1772, at 
Denbigh. Mr. Cecil Price, who tells of this incident, reports a 
strange melange of myths that clustered round the mulberry 
tree on that occasion, when Shakespeare beneath the tree 
received from the hands of Apollo the torch of Prometheus, with 
Cupid as overseer and assistant.44 The next year the play had 
its first printing in Waterford, where there was an Irish theater 
that was a survival of the Jesuit schools of drama. Dr. Peter 
Kavanaugh says that it was one of twenty provincial theaters 
operating then in Ireland, visited by many well-known singers 
and actors, later under the management of Smithson, whose 
daughter Harriet married Berlioz.45 This first printed version 
of the play is expanded, and hardly a speech shows exact agree
ment with Garrick's manuscript copy.46 Interpolated blank verse 
is made up mostly of Shakespeare's lines; one such speech by a 
character named Fancy introduces Garrick's Ode to Shakespeare, 
incorporated into the play to make a full evening's entertainment. 
The tone of Garrick's old women is altered by their interest in 
the visiting men—an element of satire that Garrick did not use 
against Stratford, although it was common enough in the news
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papers. The procession has roughly the organization of Colman's, 
rather than Garrick's. The inaccuracies show how little care was 
taken to get the text of the play in correct form. The play was 
available from several sources, London and Bath, where it was 
performed.47 There is a much more nearly correct copy in 
Stratford (as well as a copy of the Waterford publication in 
the archives). The play was thought of as a pretext for the 
procession. 

Edinburgh did not see The Juhilee in 1770, for Samuel Foote 
was in charge that season and would not stage it. The next 
season West Digges opened it, and it became a stock feature 
in the repertory.48 Digges added a fillip of interest by a rumor 
that the cup used on stage was not only from a tree planted by 
Shakespeare but also was cut and carved by him, that it remained 
many years in the family and had been given to Digges by a 
relative of Shakespeare, Mr. John Shakespeare of Dudley. 

When Garrick announced his last season on the stage, The 
Jubilee again set a record with thirty-five performances at the 
height of the season, attended by many distinguished visitors.49 

The Great Poet and the Great Actor were identified in the 
periodicals with true Jubilee spirit, and the town was full of 
visitors for the occasion of its final climactic performance on 
May 24. The whole round of derivative pieces appeared again, 
with two new odes, music by Thomas Linley, then a pupil of 
William Boyce. The provincial theaters followed suit. Boswell 
and Johnson went to Lichfield during this burst of enthusiasm. 
That was when they had dinner with Mrs. Gastrell. They were 
guests of honor at a performance of The Jubilee that night. 
Boswell, thinking how rich in associations the town was, how 
the fame of Shakespeare had been linked with the lives and 
works of two Lichfield boys, longed to write a prologue for the 
occasion, but Johnson squelched him.50 

War with England delayed the Jubilee reaction in America, 
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but promptly in 1781 New York saw a pageant based on Samuel 
Pratt's memorial tribute to Garrick, also staged with a procession 
of Shakespearean characters and an apotheosis scene. Dr. Esther 
Dunn notes this performance as "a hint of the new idolatry" 
and records performances of The Jubilee as early as 1793 (in 
Charleston) and as late as 1814 (in Philadelphia).51 

For two of the grandchildren of John Ward, who played 
Othello in Stratford in 1746 and gave his gloves to the Steward, 
the play The Jubilee was something of a b£te noir. Sarah 
Kemble, Mrs. Siddons, made her first appearance on a London 
stage as Venus in the processions of the 1776 revival, her little 
Cupid being played by Garrick's godson Thomas Dibdin, son 
of Charles.52 Established stars, jealous of Garrick's obvious 
partiality for the newcomer, shoved Venus and Cupid violently 
to the background, until Garrick himself had to come to their 
rescue on stage. Mrs. Siddons in her memoirs associates this 
occasion with the jealousy that caused her lack of success on the 
London stage that season.53 When her brother, John Philip 
Kemble, assumed management of Drury Lane in 1788, he found 
The Jubilee still in the repertory and deplored the low taste of 
the public that kept the thing alive. Professor Herschel Baker 
stresses the importance of Kemble's decision to "cast his lot on 
the side of a formal, classical, tragic repertory in preference to 
gratifying the poor taste of the town."54 After his first season 
he refused to stage the play; but, if the memoirs of Mrs. Crouch 
can be trusted, even his firmness did not quite uproot the mul
berry. When he opened his magnificent new theater April 21, 
1794, the curtain installed as fire protection was given a special 
dedication. It was raised to reveal the mulberry flourishing still 
above that same old statue. And again, as always, "Never did 
audience appear more satisfied."55 At the bicentennial of Shake
speare's death in 1816, for four happy nights at Covent Garden, 
The Jubilee delighted the town in a lavish production and was 
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hailed with the same joy.56 During that first run in 1769, 
Hopkins, prompter at Drury Lane, had written in his stage 
diary, "It was received with bursts of applause—The Procession 
of Shakespeare's characters is the most superb that ever was 
exhibited, or I believe ever will.—There never was an Entertain
ment produced that gave so much pleasure to all Degrees, Boxes, 
Pit, and Gallery."57 The complaints were loud, but that applause 
could drown them out. 

As a great myth will come through to a believer in almost 
any sort of artistic form, so the myth of the Jubilee could survive 
any treatment. During the 1770 run, Garrick enlivened his 
processions at Drury Lane with the feats of the Astleys, two 
famous trick horseback riders.58 By midseason of its first run 
the play had attained the accolade that should be given all 
eventful and spectacular drama—it was made into a puppet show. 
Notices in the Gazette and Public Advertiser beginning Decem
ber 10, 1770, list several attractions with it that may or may 
not have been incorporated into the play. One could never be 
sure what might next be included under the comprehensive 
title The Jubilee. Mr. Laurence performing on the slack wire, 
Mr. Cooke dancing on the tightrope with two children tied to 
his feet, the climax of the entertainment coming when the little 
wooden harlequin ate a dish of spaghetti—let us be lenient. 
The hornpipe, the tossing the straw, the "tumbling ala mode" 
were good clean fun, perhaps. But "A new dance called the 
Frenchman and the Miller in Love," billed on a program for 
the kiddies, seems to me to have little real Shakespearean back
ground. Surely the complaints about taste in things that were 
being associated with the great name of Shakespeare did not 
all come from purists and prudes. 

The Jubilee by Garrick was the best and the best loved and 
the best known of the pieces that derived from the Jubilee or 
were modeled on it. Beside it we place the worst and the least 
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known. It will show how durable was the mulberry as theatrical 
framework and how low the derivations could sink. It was 
staged at the Patagonian Theatre.59 The Apotheosis of Punch 
went on in November, 1779. It was a contemptible piece of 
writing by a contemptible man. Leonard MacNally was a 
Dublin lawyer who came to London, edited the Public Ledger 
for a while, wrote some plays staged at Covent Garden, and 
returned to Ireland to make his place in world events as a 
political informer. He consistently betrayed the revolutionary 
spirits who made his home a rendezvous, sold them to the 
authorities, defended them in court proceedings, was executor 
of their estates, comforted them when they were hanged with 
the thought that they would soon see their sainted mothers in 
heaven, and turned the papers over to the English—with no 
suspicion of duplicity to the day of his death in 1820. 

The Apotheosis of Punch took the Jubilee as its framework 
and was, as its author said, "made all of mulberry wood." It 
contains the worst parodies of Shakespeare's Garland I have ever 
seen, and that sweeping superlative covers much. It is an attack 
on Foote and Garrick, both of whom had recently died, and 
on Richard Brinsley Sheridan. The author's mouthpiece, Dr. 
Plunder, says Sheridan hated Garrick while he lived but made 
money on his Monody to Garrick after his death; so in like 
manner the author is determined to make money on the memory 
of Foote, whom he hated while alive but now will eulogize. 
Foote had failed in early attempts at tragic roles, so the Tragic 
Muse ironically mourns at his bier. All the Muses mourn until 
Bacchus gets them drunk and they hiccup and go to sleep. A 
humorous chorus derides Death as very ugly. The undertaker 
enters and starts to remove the body, but Apollo brings Foote 
back to life as the Devil upon Two Sticks, and all the Garrick-
Foote squabbles are gone over, giving opportunity for saying 
unpleasant things about all the living and the dead. It is an 
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insult to three men who served their calling well. Yet even this 
had as its theme the glorification of Shakespeare, and in a certain 
perverted way is still effective to accomplish that end. Few 
authors are better equipped than MacNally for turning a reader 
into a bardolator. Dr. Plunder's name refers to the author's 
plundering of Shakespeare, and all through the nauseous skit 
the noble lines are inserted. To read MacNally, with all he 
implies about the degradation of the human spirit, then turn 
a page and have the words of Shakespeare flame out, with all 
they imply about the dignity of man, is an experience calculated 
to make the reader giddy with an O Altitude*. Some day such 
a reader may rush from Sterling Library and fire off skyrockets 
on the Common in gratitude for the Bard. 

That there was bad taste cannot be denied. Praise him with 
fireworks and all manner of loud noises—so ran the litany. Praise 
him with the juggling of golden balls, with puppet shows and 
comic duets and trick riders—let his name be praised. And the 
satirists, as they established their satiric tension between the low 
point of man's unworthy tribute and the high point of the praise 
due to Shakespeare, even more than the idolators raised him to 
the skies above the realm of the rational criticism they professed 
to serve. Conceding the major Jubilee premise, the absolute 
perfection of Shakespeare's plays, they opened the way for the 
Shakespearomanie. 

It is not an extravagance to say that a "piece of farce" ushered 
in romanticism. History was only repeating itself. The same 
was true of the era of criticism that preceded romanticism. Pro
fessor Spingarn gave due consideration to the learned and 
abstract theories that stood behind the School of Common Sense, 
but said the school was born in 1671 with The Rehearsal, and 
it was this work which determined Thomas Rymer's attitude 
toward poetry. "It is not to be judged merely as a burlesque, 
but as a critical work, and Shaftesbury considered it from this 
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point of view when he said that it had furnished England with 

the best methods and best phrases of criticism."60 

A hundred years later the Stratford Jubilee and its derivative 

stage pieces gave other methods of criticism and a new criti

cal vocabulary. Rymer wrote in Critical Observations upon 

Tragedy: "We want a law for acting The Rehearsal once a 

week to keep us in our sense." How like him to want a law. 

No law constrained London to go to Stratford and to lay down 

money at the box offices to see the Jubilee played out over and 

over. If once a week sufficed for common sense, it did not satisfy 

bardolators in their eagerness for the drama and doctrine of 

Garrick's Jubilee. 
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Edmund Burke s Part in the

Jubilee Oration


T H  E EXPLICIT STATEMENT of 

the idea of the poet as creator was made in the Jubilee ode and 
oration. It is my hypothesis that Edmund Burke wrote about 
eight hundred words of the oration spoken by Garrick. No 
eyewitness, no direct evidence proves it, and so we must weigh 
opportunity, motive, and means. Burke indubitably had the 
mere opportunity. The two men enjoyed a long and unbroken 
friendship. The families were intimate. During the time in 
question, Burke asked Garrick for the loan of a thousand pounds; 
no letter in the preserved correspondence answers the request 
(the published correspondence is clearly incomplete), but Burke 
made the purchase the loan was to facilitate, and relations 
between them continued warm and jocular, marked by mutual 
respect and the record of favors graciously given and received. 

The human situation suggests motives. Garrick took seriously 
the attacks on the Jubilee. He schemed carefully in framing 
his reply, and there is record of two plans he formulated and 
discarded: one, to answer his critics in the "Address to the 
Ladies"; two, to answer directly the challenge to his scholarship 
by making scholarly speeches at Stratford. But he ultimately 
accepted the dichotomy of Actor versus Scholar, inasmuch as 
he met the attacks with theatrical arguments. He would not, 
under the circumstances, have gone for help to a professional 
Shakespeare scholar. In all his preparations for the Jubilee he 
took the best help available; if an oration was needed, Burke 
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was the best orator available. Burke was in no sense a profes
sional Shakespeare scholar. 

Burke also needed defense that summer; the Junius letters 
were appearing in the Public Advertiser side by side with Jubilee 
satire, and rumor attributed the authorship of the letters to 
Burke. In the drawing room, Garrick was Burke's best defense. 
Such was the intimacy between the two men that Garrick's 
denial silenced rumors. 

What motive lay behind the preservation of anonymity? For 
the Jubilee oration is anonymous. Garrick never claimed author
ship. The oration was printed before the Jubilee only. It 
appeared in the Advertiser for September 5, in Scots Magazine, 
the Whitehall Evening Post, Lloyd's Evening Post, The Court 
Miscellany, and Jopson's Coventry Mercury, always headed: "An 
Oration in honour of Shakespeare, intended to be spoken by 
Mr. Garrick, at Stratford-upon-Avon, during the jubilee." Other 
Jubilee writings were printed for sale; not the oration. It appears 
in none of Garrick's collected works, is never cited to him, even 
in abbreviated form. The first publication stating that Garrick 
wrote the oration appeared in 1806, with no evidence for attribut
ing it to his pen.1 The oration was admired. At the time, it 
was assumed that he had taken help in its composition, but no 
letter, memoir, diary, or newspaper squib suggests any specific 
name for his helper except that of Mrs. Elizabeth Montagu, and 
she flatly denied the rumor.2 Moreover, her letter denying it 
was written immediately following a visit with her good friend 
Edmund Burke during which the Jubilee was a subject for dis
cussion; he may have told her of his assistance. Mrs. Montagu 
was pleased with the prominence given her Essay on the Genius 
and Writings of Shakespeare at Stratford and in the published 
ode, and she enjoyed the dramatization at Drury Lane.8 She 
was pro-Jubilee, but she gave Garrick no help in person. Burke 
at this time had completed his slow and reluctant "divorce of 
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the Muse," as he called his abandonment of belles-lettres. 
William Burke had replied to "The Muse Divorced" by a 
verse advising him: 

Preserve your Pen for good, but private Ends 
T'amuse yourself, Instruct and Charm your Friends.4 

Once committed to politics, Burke followed this course; yet his 
Muse would have been at his friend's disposal, and Garrick 
would have respected his desire to keep his pen "private." 

But let us consider the possibility that Garrick did write the 
oration, and for some reason refused to take advantage of his 
favorable publicity (an action not characteristic of him). Grant
ing that Garrick certainly had opportunity and motive, did he 
have the means? His knowledge of Shakespeare was great, and 
his love was great. He had knowledge of Shakespeare's con
temporary writers surpassing any man of his day. It was on a 
broad and sound comparative knowledge of dramatic literature 
that Garrick declared Shakespeare the god of his idolatry. The 
ode which declares it deals with the ideas expressed in the 
oration. Yet I take the position that Garrick did not have the 
means for writing the oration. The style is not his. On stage he 
could assume almost any nature, but the power did not extend 
to his writings. 

He was a tolerably good parodist, but even his parodies are 
recognizable products. 

Like many actors whose minds are well stocked in the memory 
section, he relied heavily on the apt and familiar quotation—as 
he did in the opening and closing sections of the oration, which 
he did write. 

He strove for sudden, theatrical effects. 

His prose on paper is jerky, unbalanced. When he reached 
an emotional climax, he changed the subject. 

129 



Garrick's Jubilee 

His organization is phonetic and emotional rather than logical. 

His transitions are loose or nonexistent; he knew he could 
establish transitions by inflection and physical deportment. 

He had no gift of imagery. With startling theatrical genius 
and literary eclat, he perceived and staged the congruity between 
life at the moment and some familiar phrase or classic situation. 
He could top a line with the best in history—that is, extend a 
given metaphor into unanticipated areas of thought. His pro
logues, epilogues, and epigrams are built mainly by the latter 
method, his best plays by the former. Linked with his theatrical 
genius, this perception of congruity in the apparently incon
gruous caused his writings to be highly valued in a day which 
cherished a "fine turn." Left to his own devices, however, he 
was liable to produce something like "Be the swans on thy 
bosom still whiter than snow," when he addressed the Avon. 
The innocent sensuality of the line is appropriate to the occasion, 
but the metaphor is not really great. Every item in the ode was 
staged, the mottoes on the transparencies were placed in the 
town, the chopped-down trees and uninclosed meadow were 
there to be used as "opening vistas," and it was very effective. 
In early days the actor Quin, seeing his audiences drawn away 
to Garrick's style of acting, compared Garrick to George White-
field, saying the public would soon return to the true church. 
Garrick "misunderstood" the true church to mean Rome, called 
Quin the pope and himself the Anglican church in his light
hearted quip: "It is not Heresy, but Reformation." "The cheer
fulest man of his age," Johnson said; and Goldsmith said he was 
a wit "if not first, of the very first line." That cheerfulness, 
that wit, that theatrical genius moved him to top his own line 
about the fame-like-a-stream, to convert his metaphor back to 
the literal when he flung open the Rotunda doors to display 
the swelling stream. But the metaphor in the original line does 
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not seem to represent literary genius. Two Jubilee metaphors, 
each staged with great care and consummate skill, made history: 
one, likening Shakespeare to the turtle, was a "topping" of a 
Burke metaphor; the other, the likening of Falstaff to a newly 
made world, if my hypothesis is correct, was another. 

Burke did not write like Garrick. The oration opens and 
closes in Garrick's style. From a misquotation of Pope he proves 
the supreme importance of drama among the arts. He closes 
with the thought that Shakespeare is dead and some day we shall 
all be dead, and in view of this fact—substantiated by several 
poetic quotations—we all should be better men and have more 
appreciation of Shakespeare. Between these two typical Garrick 
products is this passage: 

It was happy for Shakespeare, and for us, that in his time 
there was no example by the imitation of which he might hope 
to be approved. He painted nature as it appeared to his own 
eye, and not from a transcript of what was seen in nature by 
another. The genius looks not upon nature, but through it; not 
at the outline only, but at the differences, nice and innumerable, 
within it; at all that the variation of tints, and the endless 
combinations of light and shade, can express. As the power of 
perception is more, more is still perceived in the inexhaustible 
varieties of life; but to copy only what another has seen is to 
render superior perspicacity vain; and neither the painter nor 
the poet can hope to excel who is content to reflect a reflection, 
and to seek for nothing in nature which others have not found. 

But there are beauties in Shakespeare not relative—powers 
that do not imitate, but create. He was as another Nature: he 
represents not only actions that were not performed, but beings 
that do not exist; yet to these beings he assigns not only faculties, 
but character; he gives them not only peculiar dispositions, but 
characteristic modes of expressing them: they have character, not 
merely from the passions and understandings, but from situation 
and habit; Caliban and Ariel, like Shallow and Falstaff, are not 
more strongly distinguished in consequence of different natures 
than of different circumstances and employments. 

As there was no poet to seduce Shakespeare into imitation, 
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there was no critic to restrain his extravagance; yet we find the 
force of his own judgment sufficient to rein his imagination, 
and to reduce to system the new worlds which he made. 

Does anyone now inquire whether Shakespeare was learned? 
Do they mean whether he knew how to call the same thing by 
several names? for learning, with respect to languages, teaches 
no more; learning, in its best sense, is only nature at the 
rebound; it is only the discovery of what is; and he who looks 
upon nature with a penetrating eye derives learning from the 
source. Rules of poetry have been deduced from examples, and 
not examples from rules: as a poet, therefore, Shakespeare did 
not need books; and in no instance in which he needed them 
as a philosopher or historian does he appear ignorant of what 
they teach. 

His language, like his conceptions, is strongly marked with 
the characteristic of nature; it is bold, figurative, and significant; 
his terms, rather than his sentences, are metaphorical; he calls 
an endless multitude a sea, by a happy allusion to the perpetual 
succession of wave to wave; and he immediately expresses 
opposition by taking up arms, which, being fit in itself, he was 
not solicitous to accommodate to his first image. This is the 
language in which a figurative and rapid conception will always 
be expressed: this is the language both of the prophet and the 
poet, of native eloquence and divine inspiration. 

It has been objected to Shakespeare that he wrote without 
any moral purpose; but I boldly reply that he has effected a 
thousand. He has not, indeed, always contrived a series of 
events from the whole of which some moral precept may be 
inferred; but he has conveyed some rule of conduct, some 
principle of knowledge, not only in almost every speech of his 
dialogue, but in every incident, character, and event. 

The first question to be raised in considering Burke's "means" 
for producing the oration is: Did he hold this opinion of Shake
speare? Some decades ago the answer would have been: Not 
so far as is known from his writings. Thomas MacKnight, 
writing in 1858, concluded that Burke's lack of appreciation of 
Shakespeare was almost his only flaw.5 The Burke canon then 
in print might lead to such a notion, for the essay on taste does 
not mention Shakespeare, nor does the fragment on drama 
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left in manuscript.6 Examples of the sublime and the beautiful 
are drawn from Homer, Virgil, Milton, with only two allusions 
to Shakespeare, one of those in a footnote. A Burke letter (now 
of questioned authenticity) said Plutarch was his favorite author 
and "II Penseroso" was the greatest poem in the English 
language, though the same letter mentions Shakespeare.7 

In 1862, after MacKnight had published, a schoolboy letter 
of Burke's was printed which speaks of "my favorite Shake
speare."8 But it was 1923 before The Reformer was made 
public. Arthur William Samuels found a file of the publication 
in Dublin and reprinted it along with many early writings. 

Burke entered Trinity College in Dublin on April 14, 1744. 
In November, 1745, Garrick came to Dublin for a brilliant 
season at Smock Alley. Mr. Samuels says the two may have met 
then (the date of their first meeting is not known). At any 
rate, young Burke saw Mrs. Bellamy and Spranger Barry join 
Sheridan and Garrick in memorable performances of Shake
speare. The Reformer attests young Burke's serious and con
tinuing interest in the theater. It was a weekly periodical 
conducted and mainly written by him during his last months 
at Trinity College. Thirteen numbers appeared, one each 
Thursday from January 28 to April 21, 1748. The aim was to 
raise standards of public taste in the drama. 

For one deep in the lore of Jubilee factions, it is interesting 
to see in The Reformer many names of persons later embattled 
in the Jubilee conflict, and to note the consistency with which 
pro-Jubilee spirits are viewed with sympathy and Jubilee satirists 
with antipathy. Burke's early opinions on dramatic technique 
show the lifelong consistency of some of his ideas. The opinions 
are unusual for the time, and even more unusual for the 
reasoning on which they are based. His most radical opinions 
are based on an appeal to tradition; his advice to the future is 
based on a sense of history. His dislike of stage alterations 
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(which then were all but taken for granted) came from what 
he saw as violations of the Elizabethan spirit; his pleas for 
decorum are argued from the conventions and beliefs of the 
age to which the play was addressed. For example, he was 
offended by comic witches in Macbeth because the audience to 
which Macbeth was addressed took witches seriously. His state
ments on Shakespeare anticipate romanticism in their sense of 
history, their reasoning on dramatic rules, their concept of genius 
and art. 

Shakespeare had a Genius perhaps excelling anything that ever 
appeared in the World before him, so divine as even sanctify'd 
(if I may use the Expression) those Blemishes which in him 
only are pardonable; he had little Occasion for Rules, who 
found the Springs of Nature so copiously supply'd within him; 
for as Homer's Works are said to have furnished Aristotle with 
them, so this great Genius has (tho in less Degree) given Rise 
and Sanction to the best among us; so impossible is it for 
Men to be exact in the copying of Nature without coinciding 
in the same things; such is Shakespeare's Praise, that Parts 
which in other Men might be increased with Labour and Study, 
were in him the absolute Gift of Heaven;—Otway's small spark 
is lost in his blaze; and as for Dryden, he as industriously 
avoided Nature as this great Genius imitated it:—with respect 
to the Minores Poetae such as Rowe, Addison, and those who 
have wrote Tragedies since then, their works may be termed 
ingenious rather than great, and such as have deserved the 
Approbation, not Wonder of Mankind.9 

That the mind of the schoolboy produced this romantic effusion 
in 1748 does not prove that the man wrote in 1769 the full 
statement of romantic doctrine of the oration, but it does suggest 
certain consistency of ideas. 

Rhetoric. The firmly knit clauses, the skilful transitions, the 
balance of elements in the oration are like Burke's rhetoric. 
Ivor Brown and George Fearon noted the disparity between the 
oration and Garrick's Jubilee writings by saying it has, surpris
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ingly, a "Ciceronean grandeur."10 It is oratorical rather than 
theatrical, suggesting the Cicero of 1769 rather than the Roscius 
of that age. It has the latent power of weighty rhetorical elements 
held in careful counterpoise. The oration is framed on a device 
often used by Burke: the incremental effect of a word reiterated 
in varying grammatical functions and varying (sometimes decep
tive) shifts of meaning. The word nature is thus deployed 
throughout the oration. The actual meaning of the word is not 
constant; it gains in subtlety and force, leading swiftly from 
one concept to another while the word remains the same and 
clause is linked to clause in a patterned change and repetition 
that is typical of Burke's logical or quasi-logical structure. 

Images. Burke's imagery has been classified by Henry Willis 
Wells as "expansive" in type. The expansive image appears 
in powerful and original theoretical speculation (e.g., Bacon, 
Jeremy Taylor, Shakespeare, Burke). Unlike the "intensive" 
image of emblematic thought, it is not easily visualized. Both 
terms of the metaphor have imagistic value and mutually 
reinforce one another.11 Professor Wells did not exemplify 
Burke's use of this image; perhaps his metaphor of tradition 
as an oak tree will serve, or his passage on society as a contract. 
"Society is indeed a contract," he says. 

Subordinate contracts for objects of mere occasional interest 
may be dissolved at pleasure; but the State ought not to be 
considered as nothing better than a partnership agreement in 
a trade of pepper and coffee, calico or tobacco, or some other 
such low concern, to be taken up for a little temporary interest, 
and to be dissolved by the fancy of the parties. It is to be 
looked on with other reverence; because it is not a partnership 
in things subservient only to the gross animal existence of a 
temporary and perishable nature. It is a partnership in all 
science; a partnership in all art; a partnership in every virtue, 
and in all perfection. As the ends of such a partnership cannot 
be obtained in many generations, it becomes a partnership not 
only between those who are living, but between those who are 
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living, those who are dead, and those who are to be born. 
Each contract of each particular State is but a clause in the 
great primeval contract of eternal society, linking the lower 
with the higher natures, connecting the visible and invisible 
world, according to a fixed compact sanctioned by the inviolable 
oath which holds all physical and all moral natures each in 
their appointed place. 

The contract calls to mind first a voluntary legal and commercial 
union entered into for common material advantage, then it 
seems to be an inevitable condition of man, then it transcends 
the human and the mundane. In the course of this brief 
passage Burke uses verbal forms so as to suggest that what 
began as a free partnership has come to be seen as a chain 
(linking, connecting, holds, etc.). In similar manner in the 
oration, Poet is a major term of a metaphor; a succession of 
minor terms (painter, prophet, seer) merge their meanings 
until the poet becomes a creator of new worlds governed by 
the autonomy of the artist. 

Mysticism. The powers of genius are described in terms which 
suggest the organicism that was part of Burke's mental disposi
tion. The poetic process is rendered in the metaphor of creation 
of new worlds and new psychic entities. The beings live, the 
worlds move governed by such cosmic laws as govern society in 
the passage quoted above, at once man-made, inevitable, and 
transcendent. Garrick was no mystic, but Burke has been called 
by Dr. Carolyn Spurgeon one of the greatest philosophical 
mystics of English literature. "He believes in a life in the 
Universe, in a divine order, mysterious and inscrutable in origins 
and in ends, of which man and society are a part."12 

Tactics. Consider the method by which the oration does not 
openly take issue with eighteenth-century truisms, but rather 
dissolves them and reverses them into new ideas. Both the 
oration and the passage cited from The Reformer raise the 
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question of neoclassical strictures, the "flaws-and-beauties" school 
of criticism. Aristotle is invoked, the Rules first acceded to, 
and then attached to poetic practices that seem foreign to them. 
I am not insinuating a charge of sophistry. Burke did not think 
Aristotle was a neoclassicist; he thought the mathematical sort 
of Lockean reasoning was opposed in spirit to Aristotle. "Aris
totle, the great master of reasoning, cautions us, and with great 
weight and propriety, against this species of delusive geometrical 
accuracy in moral arguments, as the most fallacious of all 
sophistry." To those literary critics of the late eighteenth century 
who in England and Germany denounced "the cold correctness 
of the Stagyrite," Burke probably would simply have cited 
Aristotle himself. The Jubilee oration, as compared with The 
Reformer, demonstrates what may be an increased skill in this 
argumentation by reconciliation; certainly it displays the same 
unusual interpretation of Aristotle. In the IJJO'S both Maurice 
Morgann and Pierre Le Tourneur drew on the oration as a 
common source for their method of reconciling Shakespeare and 
Aristotle: since Aristotle's rules are descriptive rather than pre
scriptive, he would have written quite other rules had he only 
had Shakespeare's plays as a basis.13 

Consider the concept of originality. A similar method of 
reconciliation reinterprets Locke into Locke's antithesis. The 
oration first presents the artist in Lockean terms. He seems to 
be a tabula rasa receiving sense impressions in a conventionally 
empirical manner. Then he sees through Nature (to what? a 
materialist might ask). Then he is "as another Nature," origi
nating his own data independent of sense impressions in a 
manner far removed from the empirical denial of originality. 

The poet, a just creator under Jove, was a critical truism 
derived from Shaftesbury. Shaftesbury's idea of the act of 
creation was a rational selectivity according to rules prescribed 
by society; the oration leads the reader to a mystical vision of 
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the artist creating new worlds and new beings with their own 
histories and habits. The force that produces them is creative, 
the force that governs them is the individual judgment of the 
artist, the artist is autonomous. 

Burke and the eighteenth century. Professor Alfred Cobban 
has traced with meticulous care the pattern of Burke's absorption 
and reversal of ideas current in his day.14 One is reluctant to 
place beside Professor Cobban's reasoned discourse the rather 
hectic writings of Charles Knight; in fact, I feel some reluctance 
to call a witness whose views are generally at variance with my 
own. Yet the writings do occupy a key position; only one history 
of eighteenth-century Shakespeare criticism was written during 
the full flush of romanticism—Studies in Shakspere (1849) by 
Charles Knight. Announcing himself as spokesman of the school 
of criticism founded by Coleridge and Schlegel, he views the 
preceding century as a period that understood neither poetry 
nor criticism. He noted some sound but inconsequential work 
done late in the century by Whiter and Morgann, but for the 
rest he cuts a swathe of indiscriminate contempt through great 
names and small: Rowe, Shaftesbury, Bolingbroke, Pope, War
burton, Johnson, Hume, Farmer, Malone, Sherlock. Being 
French and therefore not morally responsible, Voltaire was less 
culpable in his attacks on Shakespeare than was Mrs. Montagu 
in her "maudlin defense." Garrick had French blood and French 
sympathies, he was under the malign influence of his old teacher 
Johnson, and he made stage alterations. This "manager-botcher" 
of a theatrical dolt could not have written the Jubilee oration, 
nor could he even have understood the sentences as he spoke 
them. For in the darkness that covered the earth in those days, 
there shone one pure ray of light, daystar to the sun of Coleridge 
—the Jubilee oration. It was never Garrick who was "the first 
man in England to discover that Shakespeare was a creator." 
Only one man was alive in 1769 with a philosophy broad and 
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deep enough to have produced the oration. That man was 
Edmund Burke.15 

Samuel Johnson. Place beside the first paragraph of the 
oration, as quoted, this passage from Chapter X of Rasselas. 
"The business of the poet is to examine, not the individual, 
but the species; to remark general properties and large appear
ances: he does not number the streaks of the tulip [cf. "all that 
the variations of tint . . . can express"] or describe the different 
shades in the verdure of the forest [cf. "the endless combinations 
of light and shade"]." The Rambler, No. 36, says: "Poetry 
cannot dwell upon the minuter distinctions, by which one species 
differs from another, without departing from that simplicity of 
grandeur which fills the imagination; nor dissect the latent 
qualities of things, without losing its general power of gratifying 
every mind by recalling its conceptions." (Cf. "the differences, 
nice and innumerable.") 

Beside the second paragraph, place the words of the Preface: 
"His characters are not modified by the customs of particular 
places . .  . by the peculiarities of studies or professions . . . 
they are the genuine progeny of common humanity. . .  . In 
the writings of other poets a character is too often an individual; 
in those of Shakespeare it is commonly a species."16 

Beside the fifth paragraph place, not so justly, Johnson's 
adverse criticism of Shakespeare's language ("ungrammatical, 
perplexed and obscure," he "has corrupted language by every 
mode of depravation." "A quibble was to him the fatal Cleopatra 
for which he lost the world, and was content to lose it") but 
more fairly, his praise from the Preface: "The dialogue of this 
author is often so evidently determined by the incident which 
produces it, and is pursued with so much ease and simplicity, 
that it scarcely seems to claim the merit of fiction, but to have 
been gleaned by diligent selection out of common conversation, 
and common occurrences."17 
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The sixth paragraph affronts Johnson directly: It has been 
said—by Johnson, in a passage so familiar as hardly to need 
quotation: "He sacrifices virtue to convenience, and is so much 
more careful to please than to instruct, that he seems to write 
without any moral purpose. . . . This fault the barbarity of 
his age cannot extenuate; for it is always a writer's duty to 
make the world better, and justice is a virtue independent of 
time and place."18 

So William Blake annotated the Discourses of Reynolds 
(which were erroneously attributed to Johnson). And in the 
oration, another age confronts Johnson, an age not fully come, 
but foretold at Stratford. Burke had foresworn belles-lettres and 
gone on to other battles; they were not the revolutions Blake 
desired, but Burke had his own type of mysticism. 

Patterns of public reaction. In England Burke's early critical 
writings were not failures, but "fruitless successes," to use the 
phrase of Thomas W. Copeland. Historians of German litera
ture, on the other hand, have used "epoch-making" to describe 
the effect on German thought. Lessing and Kant were deeply 
affected. Following a similar pattern, the Jubilee oration as an 
abstract statement had little effect in England, though I can 
trace its influence later in the century in the Scottish Common 
Sense school, especially in the writing of William Richardson. 
But in Germany it found an enthusiastic audience among the 
young intellectuals who formed the nucleus of the Sturm und 
Drang. Three men (Herder, Goethe, Lenz) who made subse
quent statements on the matter withdrew from their position of 
Jubilee enthusiasm for Garrick. The oration, in other words, 
and the dramatization of its concepts, made claim on their sym
pathies that was out of proportion to their admiration for Garrick 
in other aspects of his work on Shakespeare. Much that ramified 
from these German writings came back into English criticism by 
way of the German readings of Coleridge and Carlyle. 
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The abstract statement of the oration made slight impression 
in England. What got the ideas into the bloodstream was Gar-
rick's staging of them. From theaters in London, the provinces, 
Scotland, Ireland, Wales, and the colonies, the doctrine was 
pronounced, and was met by continuing and unavailing protests 
from pious and rational natures, denounced as the death of 
reason, idolatry, superstitious sacrifice, blasphemy. The metaphor 
of poetry as heterocosm was a commonplace of English criticism 
with a history traceable (as Professor Meyer Abrams has traced 
it) back to the Italian Renaissance.19 Used simply as a metaphor 
it carried no stigma of blasphemy. As for the appearance of 
Shakespeare's statue on stage surrounded by his "creatures," that 
had been going on since 1741. By 1769 some people thought 
it was a cliche offensive by its triteness, but no one before the 
Jubilee had denounced it in the name of reason or religion. 
The Jubilee message was something quite different from what 
had been before, and the public knew it. Whether the indi
viduals saw the complex of ideas as the only true wisdom, or 
"spilt religion," or the death of reason, the complex of ideas 
was not made up of Locke and Shaftesbury. 

Garrick dramatized, publicized it. He could turn an abstruse 
idea into stagecraft, as he did turn Brown's language theories 
into stagecraft and produced the first spoken recitatives for his 
ode. He made no contribution to abstract thought in that field, 
yet the spoken recitative went into French opera from Garrick, 
not directly from Brown. "Damn the man," Kitty Clive once 
said in awestruck exasperation. "He could act a grid-iron." He 
was indeed a great actor, and he mirrored his age. Confronted 
with a mind of such generating greatness as Burke's, he might 
have mirrored something that wrought subtle alterations in 
European ideas. But I do not think he wrote the abstract state
ment. The grammar, imagery, method, and content seem to 
be Burke's. 
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Roots of Bardolatry 

I  T MIGHT BE SAID that the ora

tion, the Public Advertiser, and Jopsoris Coventry Mercury 
predicted the course to be taken by the popular press. The 
mystical ideas of creator and creature, the Mercury's sudden 
intimate union of Shakespeare with daily life, the Advertiser's 
interpretation of the Jubilee as opposition to critical authority, 
appeared in many newspaper columns. The writings were for 
the most part ephemeral, but even the fliegende Blatter of the 
daily paper will show the way the wind blows. If the reaction 
to the Jubilee in the theaters can be dismissed as farce, the 
reaction in the popular periodicals can be classified as fad. It 
was, however, a fad of gargantuan proportions, and one which 
showed its kinship to romanticism as did the Jubilee itself. 

Romanticism when it came redefined the terms poet, poetry, 
and criticism. The new definitions did not come about as a 
result of edict. They came, rather, as new concepts absorbed 
the interest previously devoted to other critical ideas. Neo
classical views were not outlawed by judicial decision; they 
withered from inanition. Absolutes of decorum, unities, and 
poetic justice, ideals of didacticism and clarity, standards of the 
current historical era as the peak of civilization were gradually 
abandoned. Where it was accepted that eighteenth-century man 
lived in the best of all possible worlds as far as taste was con
cerned, it was natural that he should correct the gothic barbarities 
of earlier and less enlightened days; so he regularized faulty 
vocabulary, plot structure, grammar, scansion, and morals as a 
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matter of duty. Where a poet was regarded as a teacher com
mitting to his age a received ethic in traditional form, he was 
judged by his conformity to received standards and by his 
effectiveness in transmitting them. Where a critic held a judicial 
office, enforcing rules stated in mathematical digits pertaining to 
five acts, three characters, ten syllables, twenty-four hours, and 
one place, the critic tested by these rules. But Garrick had said 
at Stratford that a poet's own historical milieu was a significant 
factor in understanding poetry, that a poet was a creator who 
made his own world, that the methodology of criticism was 
"Consult your own hearts." At least, he had said this about 
Shakespeare. When the public took him at his word, the result 
was a flood of Shakespearean commentary that explicated these 
precepts.1 

Lest we be borne away by the flood, let us establish a few 
landmarks. In the first place, popular periodicals are not the 
only evidence of a nation's cultural life. Even though Shake
speare in this area set up such a monopoly that one would 
think all other writers had vanished, still the editions of Milton 
came from the press, still Pope and Gray and Richardson and 
Fielding held their reading public, and Bunyan's sales were 
second only to those of the King James Version. During this 
time men were turning more and more to the well of English 
undefiled that is to be found in Chaucer. Dr. Jewel Wurtzbaugh 
included the years in question within the period she calls "The 
High Tide of Interest" in Spenser, and her facts amply sub
stantiate her title.2 

It was only that no one at all wrote letters to the editor about 
these writers. No one acted charades about Comus. No one 
wrote songs named "Sweet Eddy-O," or riddles about Britomart 
or moral meditations on the Slough of Despond or analyses of 
the emotional life of the Red Cross Knight. One scornful refer
ence to Bunyan said that his allegory, like Spenser's, "wearied 
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the modern mind." Among all that magazine verse about Shake
speare there was one lone "Imitation of Spenser," and even it 
was about "the Avon crown'd with flowers." There was one 
imitation of an imitation of Milton based on "The Splendid 
Shilling." One political controversy used Milton as an analogy. 
One dedicatory epistle urged the young recipient to avoid the 
errors of Eve. One jest book, among the multitudes of those 
using cuts of Falstaff and Shakespeare's statue and quotations 
from them on title pages, took as its motto: "Mirth, with thee 
I mean to live." Nobody went to Mrs. Cornelys' masquerades 
dressed as Satan or Apollyon—and yet it does not follow that 
the Devil upon Two Sticks replaced the other two fiends in 
the intellectual life of the nation. 

I refer to the eleven years that followed the Jubilee and 
include the year of Garrick's death, and I refer to material sent 
spontaneously from the reading public. The critical reviews 
and Gentleman s Magazine had more intellectual sophistication 
and were not quite so subject to fad; they had also staffs paid 
to review other writings. Although there was a preponderance of 
interest in Shakespeare which was striking, one does not get from 
those publications the feeling that all other English literature had 
vanished overnight. Even in those publications, the important 
truth holds that these general concepts applied only to Shake
speare for a long time. The Shakespeare monopoly had a certain 
geographical factor; the grip of Bardolatry lessened somewhat 
with the miles between the place of publication and Drury Lane. 
The Yorkshire Magazine devoted the bulk of its criticism to 
"That school of morality" to be found in Shakespeare's plays, 
to Kemble's reading of Garrick's ode to Shakespeare, Sheridan's 
"Monody on Garrick," but occasionally it gave way to an old-
fashioned taste for the heroic couplet and quoted Dryden or 
Collins. The Scot's Spy: or Critical Observer stubbornly per
sisted in quoting nothing but the Bible, although foreign visitors 
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to England during the period were struck with the frequency and 
tone of Shakespeare quotations from pulpit and bar and in the 
speeches of Parliament. In Dublin the headmaster of the English 
grammar school, Samuel C. Whyte, perversely said he preferred 
Addison's Cato to Shakespeare for school theatricals. Edinburgh 
and Glasgow could not quite give up Milton. But caught up in 
the fad, one feels these outlandish views were for outlanders. 

And there was recalcitrance in Wales. Oh, not in the home 
of young Sir Watkin Williams Wynne, who adorned the Strat
ford Jubilee, imitated many features of it when he invited 
eighteen thousand guests to celebrate his coming of age the 
next year, and promptly instituted a famous series of amateur 
theatricals at Wynnestay; in 1783 he was in charge of the 
Handel Jubilee, but in a spirit of emulation, not opposition, as 
Lord Le Despencer had a jubilee to Bacchus in conscious 
imitation of Garrick, and those members of the Edinburgh 
Theatre Royal who were unable to come to Stratford held their 
own Edinburgh Shakespeare Jubilee on opening day. But in 
Wales there was a gorgeous exception to the rule of Bardolatry, 
a noble effort at a counteroffensive. It is true that Sir William 
Jones, kept from Stratford because he had to read the proof 
sheets of his history, wrote a letter that day to Lady Spencer 
suggesting a Milton Jubilee, but that was only a private letter, 
and his spirit was one of admiration. It was in quite another 
spirit that Sir W—- L—-, knight of P-n--n, Pembrokeshire, 
held the great Addison Jubilee of 1772. His story is told by 
that organ of high society, the Town and Country Magazine.8 

He firmly said that Shakespeare was not the god of his idolatry. 
Addison was. At his own expense he held an elaborate reac
tionary jubilee modeled on the Stratford festival. On a milk-
white steed he led a two-mile procession of Addison's characters, 
"walked" by guests and professional actors, ending with "a 
device representing the funeral of Envy." A laurel-decked statue 
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of Addison stood in the specially built rotunda beneath a painting 
of Britannia crowning Addison as her source of greatest pride. 
One act of Cato was performed. "A Song for Saint Cecilia's 
Day" was performed and Addison's hymns were sung. Balls 
featured the De Coverley dances. Medals engraved with Addi
son's profile rewarded the winners of the horse races. He 
persuaded three couples to "allay the celebration of their nuptials 
till this opportunity," and his infant son was christened Joseph 
Addison as part of the celebration. Certainly the knight could 
draw a check as courageously as ever Welshman drew sword 
in defense of his principles. In his oration he announced: "I 
have solemnly ordained by will that our festivities be renewed 
septennially, and have obliged my heirs (in case of my decease) 
to expend five hundred pounds upon every such occasion." 

But alas for his hope that "posterity will applaud the happy 
prelude we have made." He had no genuine Addison gloves, 
no Addisonian coach dog "spoted like a leper," no mulberry 
tree. There was not a ripple in the Shakespeare flood, not a 
letter to St. James Chronicle on "What Addison Means to Me." 
The true jubilee madness was lacking. The choice of a date 
was rational, even corrected to the current calendar. His 
rotunda did not wobble. All the properties of the host-guest 
relation were preserved, placing him beyond the reach of satire 
and its great advertising power. Most important of all: whereas 
the god of Garrick's idolatry had been no respecter of persons, 
here the multitudes were called "the rabble," "the plebians," 
"the commonalty." The valiant knight tried to fight fire with 
fire, to restore the Age of Reason by the methods of irrationality. 
He took many a leaf from Garrick's book; to sell a national 
poet he should have taken more. 

Within the popular press there is a body of writing that seems 
to be an exception to the declared rule of Shakespeare's perfec
tion. It lies in the theatrical reviews, and forms a parallel with 
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the writings of the professional men of the theater during the 
entire neoclassical period in that both bodies of writing represent 
dissent from the critical generalities of their times. Straight 
through the period of neoclassical criticism there runs the thin 
red line of British rebellion against French rules. France had 
seen a great classical age of drama when writers gave pragmatic 
proof of how good a classical drama could be. The English 
stage, for good or ill, had Shakespeare, and men who knew the 
stage knew his greatness. Rymer was not a professional man 
of the theater; Farquhar was, and he answered Rymer as best 
he could. So did Samuel Butler, one of the authors of The 
Rehearsal, and John Dennis, author of six plays. Seasoned stage 
hands like Rowe, Fielding, Murphy, and Foote always denied 
that the rules had jurisdiction over Shakespeare. Pope, with 
only one youthful effort at drama, could hardly be classed as a 
professional man of the theater, but Gay was his close associate 
and he was an ardent playgoer—and he added the opinion of 
the best poet of the century. Steele, successful playwright, 
submitted Shakespeare as a model of stage technique. Addison, 
though he was criticized by Dennis for his slavish adherence 
to the rules, pointedly exempted Shakespeare from them, saying, 
"Our inimitable Shakespeare is a Stumbling-block to the whole 
tribe of these rigid Criticks." 

And when the shift toward romanticism made current a new 
vocabulary of criticism, it is strange indeed to see the old 
terminology linger longest in the professional theater critics. 
The old idiom of unities, barbarities, faults, and beauties sur
vived in stage reviews and in comments on stage productions 
until the end of the century, long after Edward Taylor's Cursory 
Remarks on Tragedy (1774), often cited as the last gasp of 
neoclassical strictures. 

When Garrick in 1772 perpetrated his ultimate horror (from 
a romantic point of view) in his alteration of Hamlet, the 
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contributors to newspaper columns approved. It was a common 
trick to raise a ghost to comment on a situation, and Shake
speare's spirit rose and gave Garrick his blessing: 

Freely correct my page! 
I wrote to please a rude, unpolish'd age; 
Thou, happy man, art fated to display 
Thy dazzling talents to a brighter day; 
Let me partake the night's applause with thee, 
And thou shalt share immortal fame with me.4 

This seems to take us right back to 1711, when Elijah Fenton 
in An Epistle to Mr. Southerne, from Kent spoke so kindly and 
condescendingly to Shakespeare: 

Be all thy faults, whatever faults there be, 
Imputed to thy time, and not to thee. 

By 1772 the errors of earlier times were not viewed in Shake
speare's writings as culpable deviations from a perfect classical 
norm, but were new beauties to the eyes of historical relativism, 
and had become (most romantic of all critical terms) interesting. 

The vocabulary arose not from classical ideals in the writers, 
but with reference to practical stage problems, and was used only 
in commenting on stage alterations. Critics were faced with a 
paradox: Shakespeare was perfect, and yet the plays had to be 
altered for the stage. The out-of-date strictures were useful in 
accounting for tamperings with the perfect texts. The writings 
of Francis Gentleman on the subject cite so many rules, display 
such insistence on didacticism and decorum, that careful excerpt
ing can make him read like an out-and-out Thomas Rymer. 
This, indeed, has been done, despite the fact that Gentleman 
in a complete reading shows remarkable similarities to William 
Hazlitt. Gentleman wrote as a practical man with bills to be 
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paid, live actors to be managed, solid stage equipment to be 
moved. When he and others elevated Garrick's taste above 
Shakespeare's, they meant he could adapt scenes to these ends. 
If delicate ears reddened at the words of Juliet's nurse, cut the 
lines. If an actress needed time to change a costume, let Gobbo 
sing. If the public would pay to see a final tete-a-tete between 
Romeo and Juliet, let the public have it, and a funeral cortege 
also. Pad the ladies' scenes to give Henry TV more popular 
appeal. Alter King Lear if "eighteen lines furnish a better pause 
for the skirmish that is supposed than seven." That the plays 
were altered surprises no one who knows how they were staged 
during the romantic period and during our own day. Only 
the critical vocabulary is surprising because it justifies alteration 
by terms that were out of style elsewhere. The justifications 
were always arguments ad hoc and ad hominem. 

Once these modifications and exceptions are recorded, it is 
hardly possible to overstate either the volume or the ebullience 
of Shakespeare commentary. It began with the Jubilee. Some 
considerable fraction of the literate populace must have dashed 
off a poem about it as a matter of daily routine. When at last 
the Jubilee palled, there was still Shakespeare, and the habit 
had been formed. The volume swelled when Garrick left 
the stage and doubled at the time of his death; I have seen 
twenty-four such verses in a single issue of a daily paper. One 
genre, the rhymed prologue and epilogue for theatrical pro
ductions, usually printed in periodicals, was inundated for years 
by the Shakespeare-Garrick combination. 

In the general press the Jubilee was used to comment on a 
wide variety of subjects. If ridicule for the Ossian cult was the 
point to be made, an Ossian jubilee was suggested. Other readers 
could be counted on to pursue the subject, naming an inaccessible 
location where all the inconveniences of Stratford could be 
duplicated as necessary to a jubilee. Another would suggest 

150 



The Grass Roots of Bardolatry 

someone to write an ode for the occasion that would be as 
classical as Garrick's. If, on the other hand, some contributor 
was really offended that William Duff had classified Shakespeare 
along with Ossian as a primitive genius, his tone was more 
serious, but the Jubilee would still serve as a framework. Jubilee 
extravagance proved the moral flaws of the entertainment world, 
and was an explanation of the moral and economic instability 
of the state. Perhaps this problem was especially acute in 
Scotland, for James Boswell included a refutation in the version 
of his Jubilee letter published there. The followers of Wilkes 
parodied Boswell's ode to prove they too loved liberty. "Warwick
shire" was parodied in Wilkes's honor by pro-Wilkes factions, 
and in ridicule of him by anti-Wilkes factions. Both factions 
described a Wilkes jubilee with processions of notables selected 
as sympathies dictated. The Wilkes jest Book: or the Merry 
Patriot reprinted the jokes of both sides. A favorite means 
of commenting on current events was an account of an auc
tion of a jubilee medal or a statue, either Shakespeare's or a 
statue of the character directly discussed. There were stock 
Jubilee jokes with variations. When someone appeared in an 
ostentatious new dress, it was smart to ask, "Are you going to 
walk in the jubilee procession?" A man who could not pay his 
debts would be advised to plead the Jubilee; presumably his 
creditors also would have taken that expensive outing and would 
be more inclined to sympathize than to sue. 

These matters are relatively simple to tabulate and explicate; 
we all know about Duff and Wilkes and Junius and clothes and 
debts. But the Jubilee touched areas of eighteenth-century life 
that are more obscure, and a devious path some of the allusions 
have led me, constantly tempted astray by the obituary notices 
and the strange ailments people died of then (they were over
laid, and perished of a qualm) and the alluring patent medicines 
on the market to allay such ailments, and the Shakespeare 
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embroidery patterns, and recipes with unclassically vague pro
portions, and the odd garments worn to court balls, and race 
horses named for Shakespeare, and dangerous landslides at 
Dover, now called Shakespeare's Clifts because of Gloucester. 
One verse urged Garrick to go to Runnymede and put on a 
jubilee in honor of the Magna Charta, because British liberty 
came from it, and art can flourish only in a free state, and since 
freedom was on the wane, a jubilee might help things along. 
That is clear enough; some documents relating to the Magna 
Charta had just been presented to the British Museum by the 
Earl of Stanhope, and it all seems quite coherent except for 
phrases that have to do with horse racing. The earnest explicator 
notes them, but it may be some days and many miles thence 
that the mystery is solved. An underhanded attempt had been 
made to curtail British liberty in the races at Runnymede. 

Only a few pieces of fiction used the Jubilee or related subjects 
as plot devices. The Correspondents (1775) took it as a thread 
of a plot for a vague epistolary narrative.5 Some of the characters 
attended the Jubilee and discussed it at dinner. After dinner the 
female correspondent started to write a poem about the Jubilee, 
and the male correspondent (knowing, no doubt, that such a 
poem would follow the Jubilee as a conditioned reflex) sur
reptitiously read it. There followed a discussion by mail marked 
by strongly feminist claims on Shakespeare as the Ladies' Poet 
and proving that a lady could write a Jubilee poem without 
incurring a blemish on her modesty. A novel by Mrs. Frances 
Brooke, The Excursion (1777), in its original form incorporated 
the satiric attacks on Garrick when the heroine denounced him 
for refusing to give her a job at Drury Lane. This emotional 
scene was omitted from the serialized version, for it was not 
well received by critics; indeed, the reviews of the book give 
valuable evidence to refute charges of mismanagement at Drury 

152 



The Grass Roots of Bardolatry 

Lane.6 I found a work of fiction named Het Jubelfeest van 
William Shakespeare, and hoped it was an example of Dutch 
preromanticism stemming from the Jubilee until I convinced 
myself that it was a nineteenth-century publication.7 It is a 
rich mixture of bardolatry and the gothic, a tale of tombs opened 
by torchlight, of a lost play clutched in the dead hand of 
Shakespeare's father, of a hero who is a descendent of the 
family and who so resembles Shakespeare as to be taken for 
his ghost. The resemblance wins the heart of the golden-haired 
heroine. More significant than uses in plot structure was the 
use of Shakespeare as a catchword. Lovers breathed his phrases 
in the moonlight of magazine stories. Any artist in a serial who 
starved in a garret quoted Hamlet with his dying breath. From 
the Jubilee year on, Shakespeare gave the texts for moral fiction, 
such as "The Suspicious Husband's Stratagem: a Moral Tale 
for Modern Wives," or "Don Carlos: or the Fatal Effects of 
Premature Attachments." 

Criticism in the periodicals made similar use of Shakespeare. 
Since he represented perfection, praise amounted to announcing 
some likeness to him. Garrick's comedies, for example, were 
set beside Shakespeare's, and it was said of Samuel Foote that 
he was the modern writer who most resembled Shakespeare in 
that he gave "a true and faithful picture of his age." Elements 
of Shakespeare were found in even more unlikely writers than 
these two, and any playwright, ancient or modern, was excellent 
only as he resembled Shakespeare. But again, the most striking 
development is seen in the mining of the plays for critical catch
words. A musical performance now reminded all reviewers that 
"Music hath charms. . . .  " Angelica Kaufman's painting 
"Genius" reminded all who attended the exhibition of "The 
poet's eye in a fine frenzy rolling." Faulty scansion was dis
missed with " 'Tis like the forc'd gait of a shuffling Nag." When 
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correspondents wearied of the rhymed tributes to Garrick at 
his death, even those protests demonstrated the established 
custom of using Shakespeare to express a critical opinion; thus: 

Cease, scribblers, cease! All eulogies are vain! 
We ne'er shall look upon his like again. 

Often the Monthly Review took its pat phrases from Shake
speare. This excellent publication, though a staunch friend of 
Garrick, expressed impatience with the hysterical praise given 
him. It was the fashion at Bath-Easton to conduct poetry 
contests, the poems on assigned subjects being dropped into a 
large urn in the public halls at the baths, to be taken out and 
judged at a stated date. The prize poems often appeared in 
the newspapers. When the subject was a memorial to Garrick, 
there must have been some division of opinion, for two poems 
claimed the first prize, one by Anna Seward, "The Swan of 
Lichfield," one by Samuel Pratt, author of Garrick's epitaph 
in Westminster which so annoyed Charles Lamb in later years. 
The Monthly's masterly summation of the Bath-Easton publica
tions on this occasion was caustic, yet poignantly reminiscent 
of the most famous speech of Garrick's stage career. This is 
the entire review: 

But tell me why the vase 
Wherein we saw thee quietly inurn'd 
Hath cast thee up again?8 

Other publications, in their use of catchwords, did not always 
show the same sensitivity to context and true meaning. Richard 
Berenger wrote a cento of Shakespeare's lines in celebration of 
the Jubilee, which, though it was better than its successors, 
fathered many a cento that was pure nonsense. The mania 
extended into areas other than fiction, verse, and criticism. 
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Shakespearean subtitles appeared under engravings in the maga
zines whether the picture showed "A View of the Riots in the 
House of Lords, of December 11, 1770," ("A curse on both your 
houses") or the banishment of the Queen of Sweden by her 
mother-in-law ("Be thou as chaste as ice"). In order to read the 
Lady's Magazine from 1769 to 1780 without embarrassing impu
tation of ignorance, one needed to recognize as Shakespeare's 
nineteen passages. Knowledge of context was not necessary. 
Indeed, it would only confuse one, and quite needlessly, in 
some cases. The reading of any publication called for recogniz
ing as Shakespeare's certain key phrases that were quoted or 
paraphrased. "Expell'd or not expell'd, that is the question"— 
the Wilkes question, that is. The character of Parolles was 
found more appropriate for deriding the character of Lord 
George Germaine. With questionable taste, a discussion of the 
King's handwriting quoted, "By my life, this is his very hand, 
etc." When the notorious Dr. Dodd was executed, ironic report
ers said, "Nothing in his life became him like his leaving of it." 
When Mrs. Elizabeth Macauley, a female politician aged fifty-
seven, married the twenty-one-year-old brother of Dr. James 
Graham who invented the Celestial Bed (a cure for sterility), in 
the newspapers Shakespeare had the word for it, and a book 
celebrated the nuptials, A Bridal Ode on the Marriage of 
Catherine and Petrucchio (1778). All shadings of yellow jour
nalism felt the inspiration of the Bard. 

N A T I O N A L P O E T 

From era to era some of the characteristics needed for a 
national poet will vary. Such qualities as the 1770's required 
were promptly foisted upon Shakespeare. Efforts to mold Shake
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speare into a man's man and a lady's man went on simultane
ously. Love of manly things, rough masculine humor proved 
him a regular fellow. Falstaff provided good evidence, and there 
was a great run on Falstaff. Inns were named for him. New 
anecdotes were added to those Shakespeare had recounted. Jest 
books attributed to him every old joke carved out by the cave 
man. But Garrick's "Address to the Ladies" had claimed Shake
speare for the fair sex, and there was a swift reaction in news
paper columns. Shakespeare was seen to be sentimental on all 
required subjects. When a lady took an interminable, serialized 
Sentimental journey through England, she was often reminded 
of Shakespeare. For essayists Shakespeare was excellent on 
landscapes and pretty good on dogs. The great sentimental Dog 
Days were not yet upon us, but the latter eighteenth century 
showed premonitory symptoms. It is true that Shakespeare did 
not often speak of dogs with positive connotations, but wise 
excision could produce a text for a meditation on man's best 
friend, and on the subject of kindness to animals in general, 
even flies and beetles. At this period Shakespeare had nothing 
to say on tiny tots; before 1800 female correspondents to the 
press took children for granted in the most unsentimental way. 
This was a great era for melancholy, and, although texts might 
have been found in Young or Gray or Blair, these were totally 
set aside. There was nothing better than Shakespeare for inspir
ing "Thoughts on Happiness by an Imprisoned Debtor." Love 
letters quoted Shakespeare. Essays on "Reputation" found him 
indispensable. Philosophers on "What Is Man?" at least made 
the point that Shakespeare had raised the question. Even 
epitaphs, especially those for actors, offered the odd consolation 
of "Life's but a walking shadow." 

The prime requisite of a national poet is that he be moral, 
and in this field Shakespeare came into his own in 1769, if by 
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moral one means moralizing. John Upton had paid tribute to 
Shakespeare's moral philosophy earlier; and surely there is some 
ethical meaning in Dryden's glowing words, "Shakespeare was 
the man, who of all modern and perhaps ancient poets, had the 
largest and most comprehensive soul." Samuel Johnson in 1765 
had been the first editor to broach the question directly. Too 
serious to ignore it, too honest to dissemble what he could not 
see, Johnson had said: 

[Shakespeare] sacrifices virtue to convenience, and is so much 
more careful to please than to instruct, that he seems to write 
without any moral purpose. From his writings, indeed, a system 
of social duty may be selected, for he that thinks rationally must 
think morally; but his precepts and axioms drop casually from 
him. 

Garrick fortunately was not dependent on Johnson's published 
preface. Just in time to be touted and sold at the Jubilee, a book 
appeared declaring Shakespeare moral. An Essay on the Genius 
and Writings of Shakespeare, though anonymous, bore the marks 
of its author, Mrs. Elizabeth Montagu, a learned and admirable 
lady and one of the greatest prudes of the time. William 
Kenrick, who picked up many an idea at the Jubilee he satirized, 
instituted a "School of Shakespeare," the first series of public 
lectures on Shakespeare. Earlier Charles Macklin had spoken 
on various subjects which included comments on Shakespeare, 
but Kenrick's was an entire series and was intended primarily to 
instruct ladies in moral philosophy. Kenrick was very unpopular, 
and he seemed so singularly ill-suited to the task of instructing 
ladies in moral philosophy that his lectures are spoken of in some 
publications as if they were failures; and Goldsmith's well-known 
allusion to them in "Retaliation" makes the idea seem tomfoolery. 
From the Public Ledger, the Morning Post, the Critical Review, 
and the Monthly Review, one has the impression that the lec
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tures were failures. Tomfoolery they were, but failures they 
were not; the London Chronicle and the Monthly Miscellany 
give statistical proof of his success. Twice he had to move 
to larger quarters to accommodate the growing audience, and he 
gave a second series of lectures that was also well received. In a 
book I have not read (the other publications mentioned by name 
I have read), Paul Hiffernan extended moral instruction to 
the young under the title Ethics: or Moral Precepts for the Youth 
of Both Sexes Conducting Themselves through Social Life. De
duced from Shakespeare's Texts. 

Texts is a significant word in its homiletic sense as well as the 
general sense. The Female Rambler took a text from Othello 
for her "Thoughts on Jealousy." "An Old Officer's Advice to 
Young Ones with Regard to Gallantry" passed on from Shake
speare the admonition to be careful about flirting with the 
Colonel's lady. Moral meditations not only took a text, they 
often used the sermon technique of expanding a metaphor such 
as "Who steals my purse steals trash." Letters to periodicals 
repeatedly demonstrated that Shakespeare had been a great 
reader of the Scriptures. Practical and pointed maxims were 
found in the plays; and if at times they were mistakenly attrib
uted to the Bible, the balance was restored when sayings from 
Poor Richard's Almanac were attributed to Shakespeare. Tales 
of lives reformed by the plays were numerous, King Lear being 
the most expedient. In one case Shakespeare was efficacious as 
a puppet show, when a shrewish wife observed Katherine's fate 
and became a better woman. 

Poetry of moral meditation was abundant and was usually 
addressed to the ladies. "Verses to a Young Lady with the New 
Edition of Shakespeare" began: 

Accept, sweet maid, each Scene that Shakespeare drew, 
Scenes, whose great lessons may improve ev'n you!9 
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The lines of the verse urge certain maxims that would perhaps 
have done the young maid no harm. The moral drawn from 
Portia in Julius Caesar, for instance, was a temperance lesson. 

For what is drinking drams but drinking fire? 

is the rhetorical question that clinches the matter. But if the 
maid had considered the plot situations of Juliet, Hermia, Rosa
lind, Miranda, and Mistress Ford, she might have led a very 
eventful life. One striking trait of these moral meditations was 
the way in which they brushed aside the play as a whole. 

Undisputed queen of the snippet school of moral philosophy 
was an actress from Ireland, Mrs. Elizabeth Griffith. Her book 
The Morality of Shakespeare's Drama Illustrated was serialized 
in the press not for months but for years. She had some scholar
ship, considerable intuition, and an actress's knowledge of the 
plays. Had she chosen another school of criticism, she might 
have done work of value. But she set her course in her preface 
by a snippet from Samuel Johnson's preface, calling him to her 
support by citing the passage quoted above. Her cutting of that 
passage causes it to read: "From his writings a system of social 
duty may be selected, for he that thinks rationally must think 
morally." The tendentious snippet measures the distance be
tween her and Johnson's comprehensive honesty as her cutting 
of Shakespeare shows how far his drama stands from her pre
occupation with moralizing epigram. She proceeds without 
regard for the speaker of the lines or the circumstances under 
which they were spoken, even when consideration of these 
would reveal an irony that reverses her moral. 

She began with The Tempest, and with good judgment con
cluded, in the face of opinion then prevalent, that it was one 
of the later plays. Her canon, incidentally, is the same as we 
now accept but for her exclusion of Pericles. It was her object 
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to draw a general moral from each of the plays. In the case of 
The Tempest she was successful, but it was her only success. 
Of her second drama she wrote, "I shall not trouble my readers 
with the Fable of this piece, as I can see no general moral that 
can be deduced from the Argument." Of the third, "The Fable 
of this Play has no more moral than the former." Of the fourth, 
"I cannot see what moral can be extracted from the Fable of 
this piece. . .  . I shall proceed to collect together the dispersed 
maxims." With the fifth, Measure for Measure, she gave up. "I 
shall take no further notice of the want of a moral Fable in the 
rest of these Plays." It was upon this non-Aristotelian basis that 
she declared, "Shakespeare is not only my Poet, but my Philoso
pher also." When the Universal Magazine printed the book 
(1774-77) a  s a serial, it used the original form, but the West
minster Magazine (1776-78) made a digest of her digest by 
arranging the aphorisms in alphabetical order by subjects. Begin
ning with Advice, Affections, and Appearances, specious, they 
go through Modesty, Murder, on to Vice, Virtue, and Wander
ing of the Mind in Prayer, arriving years later at Youth. During 
part of the time the magazine published another serial, "Shake
speare's Modern Characters," a sort of parlor game which fitted 
texts to contemporary figures. Together the two formed a solid 
Shakespearean backlog of moral grandeur and gamesomeness.10 

And of the two, I am wondering if the latter was not the 
more important. The scribblers employed so much wordplay in 
puns, verses, centos, parodies, affixing Shakespearean titles to 
things. We have record of the fun on stage, of balls and games 
that made the society column. There is record also of gatherings 
below the level of society columns. The latest printing of "Sweet 
Willy-O" I have seen is in a twentieth-century collection, English 
Songs of the Georgian Period, edited by Kidson and Moffatt, 
where it survives as a curiosity, an echo of a time when British 
homes suddenly burst into ballads about Shakespeare and his 
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country dances. The pirated printings of the Garland were for 
home consumption. Shakespeare s Jests printed seven of the 
songs, but was too rowdy in spirit for family gatherings. Many 
appeared under such moralistic imprimatur as: 

Not one immodest subject here you'll find,

But harmless Mirth and Friendship are combin'd.


The Dramatic Muse: or the Jubilee Songster printed all the 
songs. The Songsters Pocketbook: or the Jubilee Concert had 
also the new songs written for the Drury Lane production. The 
Masque printed "Sweet Willy-O." The Jubilee Concert: or the 
Warwickshire Lad gave all the songs and G. S. Carey's masque. 
The Ladies' Complete Pocketbook had the Garland and twelve 
of the dances. The Ladies Polite Songster: or Harmony for the 
Fair Sex carried a reprint of all the songs and "a choice selection" 
of the dances. The Vocal Companion printed "Warwickshire/* 
"Sweet Willy-O," one of its many parodies "Sweet Jenny-O," 
and also included Marlowe's lines, "Come live with me," attrib
uted to Shakespeare, "as sung at Ranelagh." The British Ladies 
Complete Pocket Memorandum Book for 1769 (they were 
annual publications) went all out, printing all the songs, all 
the country dances, Garrick's "Poetical Address to the Ladies," 
and a long account of the Jubilee. That I have handled the 
publications is proof that someone valued the things. All this 
play may be far removed from The Works, but perhaps it was 
no small thing to make Sweet Willy-O the boon companion in 
the play of a whole society in all price ranges. 

Morality, however, is important. Mrs. Griffith's inspiration 
in her work had been Garrick, and she dedicated it to him in 
these words: 

There is no person whose patronage a work of this kind may so 
properly claim as yours; your private life having done so much 
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honour to the moral part, and your public one such justice to 
the principal Characters in our Author's Writing. Your action 
has been a better comment on his Text than all his Editors have 
been able to supply. 

Mrs. Griffith spoke here to two controversial points. The com
parative value of actor and editor I will defer. The first point, 
Garrick's private life, can be briefly stated, but it cannot be 
dismissed, for it has a tenuous connection with Jubilee satire. 
Anyone who reads the whole record of the Jubilee will find 
veiled aspersions on Garrick's morals, and even some sneers at 
Mrs. Garrick, the only ones I know of. 

The Jubilee was part of the controversy between what was 
considered honest "English" art, and art that was "French," 
"foreign," and "operatic." These adjectives were not to be taken 
literally at this point in history, but by extension were applied to 
Englishmen with foreign notions. During the summer of 1769 
the terms were applied to the Jubilee, and Garrick's answer was 
to evoke English history and good solid English virtues, the 
climax being Tom King's skit which showed a "French" English
man who by his very nature would hold the Jubilee in contempt. 
But there were also insinuations that Garrick personally had a 
taint of the rococo, the effete, the decadent, and venomous 
attacks on the ode and the play The Jubilee which included 
personal innuendo. The letters were confined to a single publi
cation and were not reprinted; the London Museum was a politi
cal organ, violently antagonistic to Lord Bute. Antagonism to 
Garrick was not a matter of editorial policy (as it was in the 
Middlesex Journal^); two essays appeared in the Museum with 
some of the most extravagant praise of Garrick I ever saw, one 
praising him as a man, one as an actor. The laudatory essays 
were from the same pen, and the attacks were sometimes signed 
by the same pen name. The attacks allude to his French ancestry 
as if it were proof of decadence, and mention his defense of 
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Baretti (surely an act of disinterested justice) as manifestation 
of culpable foreign sympathies. The term "Belialism" with all 
its ugly suggestions was applied to Garrick's writing. The insinu
ations stopped in 1772, and never appeared again, although in 
1776 and 1779 all other charges against the Jubilee were 
revived. These attacks are not to be viewed as a public phenom
enon like the general criticism of Jubilee taste, but as product 
of the private malice of William Kenrick. 

Kenrick's abuse of personalities was so erratic that men of the 
day—Johnson, Goldsmith, and Boswell among them—pursued a 
settled policy of refusing to answer his insults except by silence. 
He was rather like the villain of a Jacobean tragedy seen through 
the wrong end of opera glasses. He had in small the essential 
characteristics which a Jacobean villain enlarged in the grand 
manner. Several times in this book it could have been said that 
"Kenrick did it first,"—for he had a mind that was peculiarly 
inventive; the statements have been omitted not from any 
reluctance to give the devil his due, but because his mind was 
as ineffectual as it was inventive.11 His own publication the 
London Review (first published in 1775) was less a critical 
journal than an inverted autobiography. He did so many things 
badly, and hated so cordially the men who did them better, 
that his life work, it was said, was to "libel the genius of the 
age." Even obituary notices are filled with epithets that betray 
him; he conferred his own traits on his subject. In Garrick's 
notice he tells of an unbridled appetite that by gluttony took 
ten years off his life; it was Kenrick, not Garrick, who was noted 
for intemperance. But there was no mention of Belialism, for 
a trip to the courts had put a stop to those insinuations in 1772. 
When Isaac Bickerstaffe was forced to flee the country, Kenrick 
publicly accused Garrick of criminal misconduct in his relations 
with Bickerstaffe. Garrick sued him; and then, after public 
opinion had been expressed with sufficient clarity and Kenrick 
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had published an abject apology, he withdrew the suit. A law 
suit would have ruined Kenrick, and Garrick had a clear case, 
for Kenrick acknowledged not that he was mistaken but that he 
knew all the time he was lying and had no faint suspicion of 
Garrick's conduct. Goldsmith seems to indicate in "Retaliation" 
that he thought Garrick would have done better to ignore 
Kenrick, but actually it was almost impossible to ignore such a 
criminal charge, and in withdrawing the suit he followed as 
closely as was prudent the practice of swallowing Kenrick's 
insults. 

S H A K E S P E A R E T H E CREATOR 

The Jubilee oration is the most powerful enunciation of the 
analogue of the poet as creator in English criticism before 
Coleridge. The popular press, for some time after the Jubilee, 
shows no formal statements of theories of aesthetic production 
nor of the aesthetic experience which can be isolated as such, 
except as they appear in quotations from so well known a scholar 
as William Richardson. But the terminology that described the 
aesthetic experience can be seen moving from the rational in the 
direction of the ecstatic. There was little formal analysis of 
creativity as a theory of aesthetic production, but one can read 
the wholehearted acceptance of the metaphor of creation both 
in the elevation of Shakespeare to something above the human 
level and in the radically altered attitude toward his characters 
as creatures in their own right. The autonomy of the poet had 
been declared with true mysticism and deep conviction, and 
from that declaration there exfoliated new elements that shocked 
pious and rational natures. "A superstitious sacrifice" at Stratford 
was followed by a use of that statue in the theaters that was 
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nothing other than heathen idolatry. The Drury Lane produc
tion seemed so foreign to Garrick's true nature that some of his 
friends could only conclude that it was some sort of tasteless 
joke with the public as butt—"a severe, though oblique, satire 
upon public taste." The highest praise of Garrick was joined 
with amazement and sorrow that he should so betray public 
confidence. The quotation above appeared in a book dedicated 
to him "as a Mark of perfect esteem."12 In 1774 Phillip Parsons 
wrote an imaginary dialogue between Shakespeare and Garrick 
in a spirit of undisguised adulation.13 He gave Shakespeare 
words of the most extravagant praise of Garrick as "a soul so 
like my own," but nonetheless he denounced the "superstition 
and blasphemy" of the Jubilee. William Cowper, a devout and 
gentle soul who admired Garrick, in The Task used as prime 
examples of man's idolatry of man Garrick's idolatry of Shake
speare and the public idolatry of Garrick associated with the 
mulberry tree.14 

Pamphlets portrayed the Jubilee as an attempt to found a 
new religion with Garrick as great a saint as Saint George and 
Shakespeare as an even greater figure, but the satire has under
currents of a sort of shamefaced approbation. The best example 
is a pamphlet which because of its memorable title is often 
mentioned as a satire on bardolatry: Garrick's Vagary: or 
England Run Mad, but it actually is an endorsement of bardola
try and the worship of the mulberry. Professor Lily B. Campbell 
took it as title of her discussion of the Jubilee, which marked 
the complete identification of Garrick with Shakespeare in the 
public mind.15 Reams of magazine verse could be cited to 
illustrate Miss Campbell's discerning generalization. George 
Steevens in "Alexander's Feast" had predicted that the proclaim
ing of Garrick as "A Present Shakespeare" would be the first 
step in the degradation of the poet. The two names had been 
joined for years in occasional verse; the change after the Jubilee 
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came not only in greatly increased numbers, but also in the aura 
of mysticism. The wisdom of the two was described as miracu
lous in depth and scope. Shakespeare taught politics, meta
physics, logic, natural history. From him more than from any 
other there had fallen "showers of knowledge, of precept, and of 
principle." By prescience he had anticipated the discovery of the 
circulation of the blood. Philosophical studies of man could be 
made from his portraits better than from history or from life. 
Mother Nature had not given him his powers of creation, but 
his father Jove, and they surpassed the creative powers of Jove 
himself. One magazine poet found someone who excelled 
Shakespeare in creative power, but since the name was Garrick, 
no complaints were made. Garrick raised Shakespeare's charac
ters from the dead; when he retired, they all died, when he died, 
they all died again, mourned for him, welcomed him joyously to 
Heaven and Mount Olympus simultaneously. No amount of 
satire could halt the ectoplasmic emenations. Shakespeare and 
Garrick were deity and priest, father and son, twin brothers, 
Elijah and Elisha. Garrick was the reincarnation of Shakespeare. 
The relationship was stated in terms of many myths. The 
reiterated proof of their oneness was their mastery of both 
comedy and tragedy, a miraculous power found only in Shake
speare until Garrick proved he also possessed it, thereby proving 
he was Shakespeare. 

By means that were silly and idle London society proclaimed 
the reality of Shakespeare's creatures. For four seasons there 
was a fad for dressing like the characters at costume balls and 
theater parties. It died out; I found one Ophelia in 1773, and 
in 1775 one witch, possibly Shakespearean, though his usually 
came in threes. There was a slight upsurge of interest in 1776 
when the processions were staged again at Drury Lane. In 
pamphlets the characters began to have their own thoughts and 
their own speeches. In magazine verse Portia and Rosalind 
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found their own voices and Hamlet spoke a new "Dirge for 
Ophelia." Puck and Falstaff played their own jokes, and Queen 
Mab took on added characteristics. Names of characters were 
signed to letters when the content was thought appropriate. A 
denunciation of the state would be signed "Thersytes," a plea 
for mercy "Portia." Several medals were given to "Mercutio" 
for jokes in the Wit's Magazine. Amateur theatricals were 
popular, but it was not necessary to confine the characters to 
the plays, as can be seen by newspaper accounts of people who 
in growing numbers dressed up and recited "pieces," acted 
pantomime scenes and elaborate Shakespearean charades. 

It is not wise to pursue too far this concept of reality of the 
characters as it appeared in these forms. FalstafFs impersonation 
of King Henry was used as a basis for a dramatized comment on 
politics in Kent. Within the framework of the Bardolatry of the 
era, it is normal to think of Falstaff as taking an interest in 
Kentish elections. But when Falstaff begins one speech, 
"Hyperion's brow, the front of jove himself," are we to conclude 
that the imagined Falstaff had a contemporary existence so real 
that he read Hamlet? That "Enobarbus" would write a letter 
to the press reminding military leaders of their eighteenth-
century responsibilities was normal, but to see Enobarbus quote 
Iago adds little to a sense of his reality. In a way these characters 
had no more "reality" than Cato, who also signed many letters 
to newspapers; and few things have less emotional reality than 
a charade. 

And yet the public persuaded itself that it knew these dramatic 
characters, that Shakespeare's people were, as the oration had 
said, "not creatures of the imagination, but partakers of the same 
nature with ourselves." Serious study was given to the problem 
of their souls' salvation. Othello presented a difficult question in 
theology. Complicated arguments offered some hope in the fact 
that "Moors were much inclined to Christianity." Their moral 
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qualities were analyzed in the press seven years before Maurice 
Morgann published his essay on Falstaff. To magazine readers, 
long used to such methods, his work did not seem revolutionary. 
Spoiled by Garrick's ingratitating assumption of a community of 
knowledge, the public rather resented Morgann's argumentative 
tone, and did not feel the need of instruction in FalstafFs 
character. 

In romanticism this searching of the soul was typically con
centrated upon Hamlet. The great romantic mystery of Hamlet 
came by direct descent from Garrick's playing of the role. The 
first essay on the subject of this mystery was by Francis Gentle
man, whose contribution to preromantic criticism was in a sense 
of reality of the characters of Shakespeare that was at variance 
with a mere sense of theatrical illusion. In his writings after the 
Jubilee, it can be seen that even some of the minor characters 
had for him that sense o{ independent life, and it shows itself 
most subtly in his discussions of Garrick's playing of Lear, 
Macbeth, and Hamlet. In Hamlet there was a mysterious 
ambivalence as Garrick interpreted the role, a tameness and 
irresolution of deeds that directly contradicted the essential 
firmness of the character. Gentleman admitted that the duality 
was a marked departure from "decorum and consistency," but 
from it came the great fascination of Garrick's portrayal.16 

Gentleman's essay set off a controversy which was not, in its 
first publications, confined to the popular press, but which was 
freely reported in periodicals. Writings discussed in this para
graph appeared before the publication of Wilhelm Meister, the 
locus criticus of the romantic conception of Hamlet. George 
Steevens, unlike Gentleman, felt no charm in Hamlet's incon
sistencies. Hamlet's actions differed culpably from his expressed 
sentiments. He was responsible not only for the closing holo
caust, but also for the deaths of Ophelia, Polonius, and his two 
schoolfellows Rosenkrantz and Guildenstern and for making a 
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reprehensible scene at the funeral. Steevens quoted a conversa
tion with the late Dr. Mark Akenside, who had said Hamlet was 
deranged. It seemed to Steevens that it was time someone should 
clarify the flaws in Hamlet's ethics, since "no writer on Shake
speare has taken the pains to point out the immoral tendencies 
of his character.''17 Joseph Ritson took sharp issue with Steevens 
and Akenside; Hamlet's actions were neither immoral nor inde
fensible, and the charges were "groundless, unwarranted and 
unjust."18 William Richardson explained the mystery of Ham
let's hesitation before shedding blood by his extreme sensitivity.19 

Frederick Pilon showed how the cutting of key soliloquies (as in 
John Henderson's playing of the role) falsified for the audience 
the true picture of Hamlet's soul, and weakened his ambivalence 
into sheer irresolution.20 Henry Mackenzie asked for a considera
tion not of particular passages but of the man as a whole, whose 
native gentleness, wit, taste, and wisdom were reacting against 
terrible circumstances.21 To James Harris the inconsistencies 
seemed a breach of good manners; Hamlet's jests at the death of 
Polonius and his lack of compassion distress us because we can
not reconcile them with the character of a noble courtier.22 

John Monck Mason confessed himself baffled by the mystery.23 

Lord Craig saw Hamlet as a soul of unusual geniality driven 
to melancholy by the rebuffs of a world harsh beyond endur
ance.24 Thomas Robertson went further in his attempt to think 
Hamlet's thoughts after him, or, more precisely, to take Horatio's 
place for the defense. In the face of death men speak the truth, 
he said, and we must accept as Shakespeare's own the summary 
of Hamlet's character given at his death by Horatio. A noble 
heart—the key to the character was in the conjoining of the two 
traits in the substantive and the adjective. "It is the struggle 
between the two, upon which his conduct hinges, . . . opera
tions not successive but co-existent." Hamlet, sensitive to the 
extreme, still had every noble virtue and accomplishment proper 
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to man. Mere sensibility cannot arouse the tragic interest and 
neither can the mere sense of virtue alone. Hamlet shows us 
both qualities. In Hamlet, "the world for the first time saw a 
man of genius upon the stage." "It becomes the duty of the 
charitable to justify the poet, and to revive the office of Horatio 
in the defense of his hero."25 

These men were concerned not with aphorism, not with plot 
in the classic sense of action, but with the man. The Prince 
was as real to some of these critics as to Wilhelm Meister. On 
him they exerted such subtlety of psychological analysis as they 
could command. He laid claim to the duty of charity. He 
haunted their minds with his problems, searching their souls 
with his questions as they in turn searched his. By their 
standards uniqueness could not be extended to include morals 
(certainly not in Edinburgh), but in these writings there is 
developing the nomenclature of one element of the romantic 
ideal, the unique and solitary nature of its heroic prototype. 
Critical terminology can be seen withdrawing from public life 
into the secret heart. 

A C T O R VERSUS SCHOLAR 

The "Public Advertiser had charged that Garrick was no 
classicist (and therefore unfit to write an ode) and no intellectual 
(and unfit to judge Shakespeare). The intellectuals absented 
themselves from Stratford. When they did not go in person to 
prevent Garrick's turning criticism over to a "Fraternity of 
Tradesmen," it seemed that the battle went by default to Garrick 
and the common man. Verses, letters, dedications hailed Garrick 
as "Best Commentator on Great Shakespeare's Text." Attacks on 
the eggheads moved through allegory to myth to plain name
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calling. The common man first waved aside the accusations that 
Garrick had small Latin and less Greek, then rejoiced in them 
and in the delightful coincidence that opposition could be 
lumped under the name Johnson (for Ben was usually thus 
spelled at the time). Extended metaphors elaborated on how 
footnotes were creeping up and up the page to throttle the 
text. Quaint illustrations showed Garrick as a Phoenix bringing 
new life to plays almost smothered in dulness. But the anti-
intellectualism was of a paradoxical nature, and the very defi
nition of dulness had reversed itself from the days of Addison 
and Pope. Addison feared the narrowing of the mind that might 
be caused by too earnest work on details, and Pope, in his 
devotion to the universal qualities of art, had dismissed as mere 
antiquarian dullards the men who dwelt upon the particular 
problems of historical minutiae. Now the generalities were dull. 
Shakespeare was perfect. Garrick, the sun, had made that clear, 
although he "scorched the eyes of all be-doctored Bats."26 What 
fascinated the public now was historical detail. 

If my account of Garrick deals with so narrow a part of his 
career as to make him sound like a mere ballyhoo artist, the facts 
of his life are so well known that this restricted view does not 
even need denial. He was a man of taste and culture whose 
wealth, position, and personality gave him a strategic place as a 
collector. For many reasons it was a pleasure to serve him, and 
he found many colleagues as he made his collection of old 
plays on which Johnson, Malone, the Wartons, Farmer, Percy, 
Steevens, and other scholars drew freely, and which later made 
possible the work of Charles Lamb in that field. His knowledge 
of those plays so far surpassed that of his contemporaries that 
writing has been assigned to him because it contained borrow
ings from old plays that Garrick would know; and the borrowings 
in his known writings prove how well he knew English and 
French drama. When the public turned its attention to Shake

171 



Garrick's Jubilee 

spearean backgrounds, it could hardly have found at the time a 
better leader. History in that area was his business, and he knew 
his business. But he was not their leader in that sense; he was 
only inspiration. Nor did he add anything to theories of histori
cal relativism. One modern scholar, G. M. Miller, in considering 
The Historical Point of View in English Literary Criticism 
(1913) felt justified in setting the year 1770 as a terminus 
ad quern for his study of that phenomenon. But a declaration 
of independence is not synonomous with a successful revolution. 
Inertia had to be overcome, for the ignorance and indifference 
of the eighteenth century with regard to pre-Augustan literature 
is proverbial. In 1773 the highly literate Gentleman s Magazine 
printed "Corinna's Maying" as anonymous. Public interest in 
Shakespeare was the channel through which the concept of 
historical relativism began to flow and spread. 

From 1769 to 1800 there were forty-three new editions of 
Shakespeare, eighteen of them complete editions. All editions 
before 1769 had printed Rowe's biography compiled from avail
able seventeenth-century sources in 1709, and all had a general 
critical preface. No new general preface appeared in editions 
after 1769; the additions were in historical data, biography, 
anecdotes, notation on character study, and explication of lan
guage. But Johnson's great edition held its own, and Malone, 
who did the best of the new work, added his findings to Johnson. 
Malone was sorry that so much information had been lost by 
lack of interest during Augustan times, but he was aware that 
it had not been "an age of curiosity." The times had changed; 
Malone did not cause it, nor did Garrick. But Garrick dis
seminated and democratized the ideas and focused them on 
Shakespeare. 

History, says Professor Johan Huizinga, is not the story of 
the past, but rather "the intellectual form in which a civilization 
renders account to itself of its past."27 The public, with varying 
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degrees of intellectuality, began to render account to itself of 
those segments of its past that related to Shakespeare. The 
account was formless, anecdotal, versified, fictionalized; but it 
was popular—of the people. Among the books on sale at Stratford 
was a special edition of the London Magazine with a biography 
of Shakespeare. There was no significant factual information, 
but there was a strong tone calculated to pronounce him a na
tional hero. The essay was widely reprinted and sold. Twice 
again this biography occupied a key position. In 1776 when 
Pierre Le Tourneur launched his famous French edition of 
Shakespeare, he used the essay as basis of his Vie de Shake
speare. In 1778 the second edition of the Encyclopedia Britan
nica drew on it for its biography of Shakespeare. The first edition 
had included no biographies.28 

Having at first no facts to contribute, the popular press resorted 
to anecdotes that tended to mold Shakespeare along the desired 
lines, the regular fellow, very sentimental and very moral. This 
was a period rich in stage history and memoirs; anything that 
linked the Bard with stage or greenroom was emphasized. The 
actors of his troup became so well known as to need no given 
name for identification. Burbage was enough to identify the 
actor in some bawdy story of a contest between him and Shake
speare for some light o' love. A whole book of such yarns was 
printed for the Jubilee black market. Shakespeare's Jests: or the 
Jubilee Jester was one of the many apocryphal jest books of the 
time. Garrick was similarly honored by the unauthorized publi
cation of Garrick's Jests: or the English Roscius in High Glee, 
a collection of inoffensive punning epigrams. Yorick's Jests came 
ostensibly from Laurence Sterne. Joe Miller's Jests: or the Wit's 
Vademecum had its fourteenth edition in 1769 and was alluded 
to by Colman in Man and Wife: or the Stratford Jubilee to 
denote jejune wit as Danny Kaye uses the name today. Among 
these, Shakespeare's Jests was conspicuous for its indecency. 
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Mr. Alfred Westfall records the fact that its printing in the 
colonies next year made it the first "Shakespearean" volume to 
be printed in America, and he suggests that its indecency may 
have played into the hands of puritan opposition to the stage.29 

While it was being established that his writings were both 
sentimental and moral, the man was shaped to fit. He was not 
only righteous; he was self-righteous and his whole life had been 
one long uplift movement. There was simply nothing to go on, 
so it became customary perforce to raise his shade in order that 
the ghost might give voice to sentiments the man neglected to 
stress during life. It had been his purpose and his glory to write 
so that "a Vestal might read my every Sentiment without a 
Blush/' and he sorrowed over the moral blemishes of other 
playwrights. "Their Muse was like a beautiful Prostitute," 
whose loveliness we admire while we weep her lost virtue.30 

This trend and the legends of carryings-on with ladies of the 
town did not cancel one another out, but flourished together. 

George Steevens had predicted all this vulgarity, but he 
thought he might as well get in on the fun. He was on good 
terms with Garrick again, and he devised a letter with a compli
mentary headnote and enough scholarly paraphernalia to pass 
it off as genuine. It was from George Peel [sic] to Marlowe, 
and told of another of those bibulous evenings that have been 
bestowed upon the Bard. It was a successful hoax. First pub
lished in the Theatrical Mirror, it was reprinted in good faith 
not only in periodicals but also in serious studies.31 Those early 
and forced proliferations in the press seem to be credentials to 
the truth of Steevens' prediction, and yet in the long run there 
was justification for Garrick's faith in democracy. 

Periodicals from 1770 on carried historical commentary, infor
mation about sources in literature and in contemporary inci
dent. When Arden of Feversham was published that year, the 
Monthly Review led the way in evaluating means by which the 
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canon might be established, and the Lady's Magazine, among 
others, kept a continuing interest in the problem. The problem 
of interpolation intrigued readers; although at first the grounds 
for identifying interpolated material was merely personal taste, 
the historical procedures did develop. When one compares the 
books on Shakespeare published during that period with the 
material in periodicals, it appears that every book was anticipated 
in the popular press at least in method, with the exception of 
A Specimen Commentary on Shakespeare (1794), by Walter 
Whiter, a work which prefigures modern studies of image clus
ters. Morgann's character study, Malone's study of Henry VI, 
James Plumptre's study of historical analogues are better work 
than that which came from anonymous correspondents; but if 
the wide familiarity with the principles upon which these men 
worked did nothing more than prepare an audience for them, 
that is not without value. 

Reprintings of early works other than Shakespeare's grew in 
numbers. Beaumont and Fletcher, Massinger, Middleton, Sir 
John Harington, the pastorals of William Browne were issued, 
and professional critics reviewed the editions. Thomas Davies 
included some Restoration drama (Cibber, Betterton, Nathanael 
Lee, Dryden) as well as an essay on Jonson and a study of 
Rule a Wife and Have a Wife among the Shakespeare studies 
that made up the bulk of Dramatic Miscellanies. Theatrical 
reviewers discussed such Elizabethan and Jacobean dramas as 
were actually on the boards. Yet so rare is a spontaneous contri
bution from a reader on any such subject that one may note 
as an exception "A Memoir of Andrew Marvel" in the Weekly 
Magazine and Edinburgh Amusement (VII, 197). The single 
exception in the case of drama, I believe, is a study of George 
Peele's David and Bathsheba [sic] in the Town and Country 
Magazine of 1779. The typical mention of any other playwright 
pointed out the inferiority to Shakspeare. Not only the common 
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man was deficient in sympathy for early writers; Malone said 
in his notes to Shakespeare that not one of his contemporaries 
would bear rereading. (In 1821 James Boswell the Younger 
dissented from Malone's opinion in a signed footnote: "The 
plays of Marlow give frequent evidence of no common genius, 
however little they may be regulated by taste.") Sift all refer
ences to early writers in the popular press, and the term "Shake
speare monopoly" is still appropriate if it is understood as 
referring to the public's spontaneous overflow of powerful feel
ing in unsolicited contributions, for these concerned the Bard. 
Genuine historical figures which had been treated by Shake
speare—his kings and queens, Sir John Fastolf, Cardinal 
Wolsey—were proper subjects, and were discussed as Shake
speare's. When historical study spread to other areas of the 
past, interest could best be engaged by some connection with 
Shakespeare. 

Editorial policies of different publications varied. At one ex
treme was the Monthly Review, which remained non-antiquarian 
and averse to historical relativism. At the other extreme was 
the Westminster Magazine, almost an organ for antiquarians. 
This magazine idolized Warton for his historical attitudes; it 
rebuked Voltaire and Hume for their lack of sympathy with 
the Middle Ages, Gibbon for his refusal to read inedits. Year 
by year the publication pushed the field of interest farther back 
into the Middle Ages, but still an effort was made to tie all 
matters to Shakespeare, who remained the dominant interest. 
Old Whitsun plays, ancient customs and words gained in 
value from any association with him. It is a fair summary of 
editorial interest to cite a poem which memorialized the death of 
Garrick for their readers, "A Visit to the Poet's Corner in West
minster Abbey." The section on Shakespeare is five pages long, 
the sections on Chaucer, Spenser, and Jonson are in part pre
texts for further comment on Shakespeare. 

176 



The Grass Roots of Bardolatry 

It was in the study of Shakespeare's language that the major 
change came and the major gains were made. Here the genuine 
historical approach manifested itself in its most permanently 
valuable aspect, and it is to the credit of the periodicals that they 
led the way in the movement toward a better gloss and urged 
the work upon the scholars. The language theories that lay 
behind the altered attitude toward language itself were on paper 
by 1769, but the application was still to be made. That language 
was of rational origin and poetry and criticism ought at least 
in theory to be governed by the consequent ideas of clarity and 
the related concepts of metaphor and metrics, that common sense 
was all one needed to understand "good" language—these neo
classical concepts were being replaced by ideals of emotion, 
music, and ambiguity as positive values. The historical approach 
joined with these theories in the explication of texts. No longer 
was one to regularize and improve Shakespeare, for his words 
had emotional connotations, his metrics had emotional bases, 
and his vocabulary had historical overtones that were to be 
heard and understood. 

Absorption in Shakespeare had, unfortunately, the narrowing 
effect of confining to his drama alone the salutary attempt to 
understand rather than to improve. Warton in 1774 gave the 
public A History of English Poetry with factual material and a 
firm critical point of view, but so intent was the public on the 
Bard that for a while there was little use made of them in the 
study of other poets. Long after Shakespeare was declared 
perfect, the same old "faults" were pointed out in Milton and 
Spenser. Even James Beattie almost in the same breath deplored 
Milton's few puns and praised Shakespeare's; he was offended 
by Spenser's deliberate archaisms, but humbly suggested that 
Shakespeare's jokes would be even funnier when all the allusions 
to old saws and songs should be fully explicated. In popular 
periodicals for years the attitude in general was this: If we do 
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not understand Milton, it is his fault for writing badly; if we 
do not understand Shakespeare, it is the fault of our own 
ignorance, and we must apply the historical method and correct 
the ignorance, not the poetry. 

In 1775 it was still necessary to correct Spenser's "uncouth 
phrases and obsolete style/' The words are quoted from a con
gratulatory review of a strange and maddening book.32 An 
anonymous wretch who called himself "The Transposer" pub
lished Canto I of The Faerie Queene in a form calculated to 
please current taste, and announced that he had the other cantos 
ready for publication should the public approve. The public 
approved and he published Canto II. Then, let us hope, some
one throttled him. The Transposer brought Spenser up to date 
by flattening his sweet music into blank verse. Thus: 

A gentle knight was riding on a plain,

In mighty arms and silver shield array'd,

Wherein appear'd old dints of deepest wounds;

His angry steed chiding the foaming bit

Disdain'd the curb: a valiant knight he seem'd,

For noble deeds and fierce encounters form'd;

Upon his breast he bore a bloody cross,

The dear rememb'rance of his dying Lord,

Whom he ador'd as living evermore.


The previous year (1774) a grammarian named Buchanan 
had published The First Six Books of Milton's "Paradise Lost" 
Rendered into Grammatical Construction. Reviews of the book 
commended it to those who had desired to read with pleasure 
that noble but ungrammatical poet; and letters to the press 
voiced the joy of those who had long deplored Milton's syntax.33 

Still the eighteenth century would undertake to teach Spenser 
music and Milton grammar; but Shakespeare did not abide 
their question. Any hint that he had a flaw was answered under 
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the title "Shakespeare Vindicated," with an editorial rebuke 
added to the contributed vindication. And even these few and 
timid questions came mostly from a single pen when "Peter 
Puzzle" began a series of queries in the newly established Town 
and Country Magazine in 1769. For some months he raised 
questions about Shakespeare's meaning and grammar, with the 
apology that he "had not the honour to be at his coronation 
at Stratford." The questions were so simple-minded and they 
elicited such heated response that one suspects Peter of being 
a straw man set up to attract attention to a new publication. 

There were essays in general praise of the language, studies 
of imagery, of difficult metaphors and obscure syntax. Even if 
Shakespeare had erred in thinking moro meant "Moor" instead 
of "chief," we should be grateful for "a mistake which has been 
so advantageously repaired by the incomparable genius of Shake
speare."34 The exquisite Spenser and the superlatively learned 
Milton were fraught with gothic barbarities still, but one poet 
could do no wrong. Any variation from current usage was 
described as "such piquancy of singularity." 

For the public to do intensive study of Shakespeare's language, 
thought Charles Jennens, the public must have the correct text, 
hitherto kept from them by the arrogance of editors, who in 
their regularizing had substituted their own words. Capell had 
not even indicated where his alterations had occurred. Jennens 
decided to edit all the plays in small, inexpensive volumes giving 
all variant readings from the early texts. He was an eccentric 
man, best known as Handel's friend and librettist. His wealth 
had attracted a protective circle of sycophants that had previously 
shielded him from criticism, but nothing could avert the wrath 
of George Steevens when King Lear appeared in 1770. Jennens 
was persuaded to publish a "vindication," unwisely, for the work 
strictly as scholarship was indefensible, and he had neither the 
learning nor the stamina to sustain a quarrel with Steevens. 
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Outstanding scholars of a more liberal spirit—Malone, Beattie, 
Ritson—approved his work in principle and the Gentleman's 
Magazine vigorously espoused his cause. Editions of Macbeth 
and Othello came out in 1773, but his editing was cut short by 
his death; Julius Caesar was published posthumously in 1774. 
The work, though not scholarly, was intended to further scholar
ship by placing in the hands of the people the instrument of 
language study. Perhaps Steevens' anger was rightly aroused by 
the unscholarly procedures, but it was the motto of the work 
that he could not accept: "Let the People Be the Judge." 

If the arrogance of the editors moved Jennens, it was their 
ignorance that moved Joseph Ritson. Shakespeare served as 
inspiration, solvent, and conductor for the work of the growing 
tribe of medievalists. The periodicals welcomed Shakespearean 
comment from any of them, but anything on the subject from 
Ritson was stop-press news. The mad career of Ritson through 
the columns of the periodicals can best be read in the stirring 
biography by Professor Bertrand H. Bronson, who chose as his 
subtitle the fine descriptive phrase "Scholar-at-Arms."35 Ritson 
was a fighter who loved a fight. The number of live issues he 
could find in a language recently thought to be dead was infinite. 
Year after year his regular campaigns went on, waged chiefly 
against Bishop Percy; but he dreamed of being in the regular 
ranks of the Shakespeareans, for Shakespeare was indeed the 
god of his idolatry. Keeping all the medievalists honest did not 
leave him time to complete his proposed edition of Shakespeare, 
but he was never too weary from "The Hunting of the Percy" 
to do guerrilla warfare for the Bard. With a great love for his 
hero, a vast knowledge of the roots of his language, and a 
bellicose disposition, Ritson turned the historical approach into 
assault and battery in the newspapers. From his etymological 
highlands he pounced on Johnson's ignorance. He taunted 
editors with his medieval linguistics. And when it was the 
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irascible George Steevens who misread some old technical term 
from a mystery play, Ritson gloated and the public rejoiced. 
His factual and critical contribution was not small, but his 
nuisance value was greater. Subscribers cheered him on as he 
heckled Shakespeareans into accuracy and kept Shakespeare 
criticism where it always belongs, in the public eye. Among 
those subscribers he had many assistants in the long labor of 
love by which our gloss has come down to us, but of all who 
infused their own vitality into the old, the obsolete, the obscure, 
Ritson was the chief and the ideal. 

Since Ritson was a professional scholar and wanted to be a 
professional Shakespeare scholar, his amateur standing may be 
questioned; but he loved the Jubilee and published a parody 
and was a professed idolator. I close with the unquestionable 
amateur at work among the grass roots. Anonymous, gay, aware 
she is in vogue, she sounds as if she has just cut the roses for 
the Altar Guild and has a few minutes before she dashes off to 
tea with her elderly mother, one of the founders of the Ladies' 
Club in the old days. Tone, subject, and method are significant. 
"As almost everybody, seized with the spirit of scribbling, is 
making emendations, annotations, or illustrations on some pas
sage of Shakespeare, permit me to take this opportunity to throw 
another mite into the treasury of criticism." Thus she introduces 
her proof that a bare bodkin is not, as one might think, an 
embroidery needle, but a dagger. She cites Sidney's Arcadia 
and a seventeenth-century almanac as evidence of similar usage. 
In the next issue, a gentleman gallantly signing himself "Philo
criticus" came to her support with Welsh and Latin philology.36 

Extravagant things were said about Garrick, but so far as his 
influence reached, he deserved this praise: 

He made every man a critic. 
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1. Material in this chapter is drawn from the periodicals listed below, 
which are available at: Widener and Houghton Libraries, Harvard University; 
Sterling Library, Yale University; Folger Shakespeare Library; New York 
Public Library; Archives of the Shakespeare Birthplace Trust. The eleven 
years 1769-79 are the center of interest. 

Gentleman's Magazine, Monthly Review, Critical Review, Lady's Magazine, 
Town and Country Magazine, Annual Register, Oxford Magazine, Universal 
Magazine, London Chronicle, London Magazine, Scot's Magazine, Lloyd's 
Evening Post, Whitehall Evening Post, St. James Chronicle, Middlesex Jour
nal, Literary Register, Court Miscellany, London Post, Public Advertiser, 
Jopson's Coventry Mercury, Monthly Miscellany, London Review, Hibernian 
Magazine, Wit's Magazine, Sentimental Magazine, London Museum, Scot's 
Spy: or Critical Observer, Edinburgh Magazine and Review, Westminster 
Magazine, Weekly Magazine: or Edinburgh Amusement, The Gazetteer and 
London Daily Advertiser, Parliamentary Spy, The Whisperer, Daily Adver
tiser, General Evening Post, Theatrical Review, Theatrical Register, Theatrical 
Intelligencer, Edinburgh Advertiser, Political Register and Impartial Review of 
New Books, The Repository: or Treasury of Politics and Literature, Mercure 
de France, Kentish Gazette. 

2. Jewel Wurtzbaugh, Two Centuries of Spenser Scholarship 1609-1805 
(1936); Raymond D. Havens, The Influence of Milton on English Poetry 
(1922); George H. McKnight, Modern English in the Making (1928). 

3. Town and Country Magazine, IV (1772), 574-76, Appendix 289-95. 
4. Universal Magazine, LVIII (1776), 101-2. 
5. The Correspondents, although it has the subtitle "An Original Novel," 

professed to be letters of Lord Lyttelton and Mrs. Peach, who married his 
son after his death in 1773. It was thought by some (Horace Walpole among 
them) that the letters were genuine; but when the executors disclaimed them, 
the statement was accepted. 

6. Monthly Review, LVII (1777), 141-45, has an able defense of Garrick. 
7. Het Jubelfeest van William Shakespeare is in a collection in Folger 

Shakespeare Library. It seems to be uniform with a speech placed in the col
lection "Redevoering over William Shakespeare, door N. G. Van Kampen," 
given December 14, 1814. Nouvelle Biographie Generale says Nicholas 
Godefroi Van Kampen (1776-1839) was professor of German literature at the 
University of Leyden, and from 1815 to 1821 published a review Mnemosyne. 
It is probable that the speech and the story were published in the review. 

8. Monthly Review, LX (1779), 232. 
9. Universal Magazine, LXIII (1778), 151-52. 
10. Two volumes of Modern Characters from. Shakespeare were published 

in 1778. Boswell (Johnson, III, 250-60) gives contemporary comment on this 
popular form of amusement. 

11. Kenrick claimed to have anticipated Morgann's work on Falstaff by his 
play Falstaff's Wedding (1760) and Thomas Whately's analysis of Macbeth 
(in a lecture reported in the press for Wednesday, March 9, 1774). He gave 
the first series of lectures on Shakespeare, compiled an early pronouncing dic
tionary, reinforced Jennens' movement toward the lay collation of texts, and 
published the first individual invitation to the Jubilee—to himself. His attack 
on Garrick also was a "first," but even this charge of homosexuality was an 
enormity that had so little significance many biographers ignore it. The court 
at the preliminary hearings laughed in a most unlegal ridicule. Some anony
mous publications were: Love in the Suds: A Town Eclogue. Being a Lament 
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of Roscius for the Loss of His Nyky (1772); An Appeal to the Public from 
the Judgment of a Certain Manager, with Original Letters and the Drama of 
One Act which was Refused Representation (1774); A Letter to David Gar-
rick on His Conduct as Principal Manager and Actor at Drury Lane (1772); 
Introduction to the School of Shakespeare (1774). Published under his name: 
Kenrick's New Dictionary (1773) with preface "A Rhetorical Grammar." 
The New York Public Library has the entire file of the London Review. 

12. Gentleman, Dramatic Censor, I, 387-88. 
13. Phillip Parsons, Dialogues Between the Living and the Dead (1779). 
14. William Cowper, The Task, VI, 664-93. 
15. L. B. Campbell, "Garrick's Vagary," in Shakespeare Studies (Uni

versity of Wisconsin, 1915), pp. 218-30. Some separate publications which 
bear on the union of Garrick and Shakespeare in mystical terms are: Henry 
Jones, Ode to Shakespeare in Honour of the Jubilee; John Gilbert Cooper, The 
Tomb of Shakespeare: A Vision (1770); William Pearce, The Haunts of 
Shakespeare (1778); George Savile Carey, Shakespeare's Jubilee: A Masque 
(1769); Paul Hiffernan, Dramatic Genius (1770); "Courtney Melmoth" 
(Samuel J. Pratt), The Shadows of Shakespeare (1779). 

16. Gentleman, Dramatic Censor, I, 55. 
17. Works of Shakespeare, ed. Johnson and Steevens (1773) X, 343-45. 
18. Bertrand H. Bronson, Joseph Ritson, Scholar-at-Arms, (2 vols., 1938), 

II, 422-23. 
19. William Richardson, A Philosophical Analysis and Illustration of Some 

of Shakespeare's Remarkable Characters (1774). 
20. Frederick Pilon, An Essay on the Character of Hamlet (1777). 
21. Henry Mackenzie, The Mirror, Nos. 99 and 100 (April 18, 22, 1780). 
22. James Harris, Philological Inquiries (1781). See his chapter viii, 

"Dramatic Speculations." 
23. John Monck Mason, Comments on the Last Edition of Shakespeare's 

Plays (1785). 
24. William Craig, The Lounger, No. 91 (October 28, 1786). 
25. Thomas Robertson, "An Essay on the Character of Hamlet" (1788), in 

Transactions of the Royal Society of Edinburgh, II (1790). 
26. Evan Lloyd, Epistle to Garrick (1773). Lloyd makes it clear in a foot

note that he means Samuel Johnson; he refers to "learned Johnson," and 
notes: "Not Dr. Samuel Johnson—but old Ben—as the Author would hold 
himself inexcusable if he was capable of arraying the former with Shakespeare's 
company, since the publication of his Edition of that immortal Bard." 

27. Johan Huizinga, "A Definition of the Concept of History," in Philoso
phy and History, ed. Klibansky and Paton (1936), p. 9. 

28. Since studies of eighteenth-century criticism have overlooked the En
cyclopaedia Britannica, a summary of eighteenth-century editions may be of 
interest. Andrew Bell published the first edition in Edinburgh in 1771, a 
three-volume compendium of scholarly, scientific, and general information. 
Individuals are not indexed by name, and no biography is included. The 
seven columns on "Wit" overshadow the one on "Poetry," but poetry is cited 
as example of wit, eighteen of the forty-three quotations being from Shake
speare. The origin of poetry is ascribed by Vossius to love, by Mme Dacier to 
religion, by the Abbe Du Bos to mnemonics. A poem is "A composition in 
verse of due length and measure." It differs from other arts in that "an ig
norant person may judge of poetry by the impression it makes on him." 
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The second edition (10 vols.; 1778-83) gives biographical and critical data; 
the life of Shakespeare is adapted from the one written for the Jubilee and 
published in the London Magazine: "The great poet of nature, and the glory 
of the British nation, was descended from a respectable family, at Stratford-
upon-Avon." The deer-stealing episode is disposed of by citing contemporary 
documents which prove that deer-stealing was on a moral level with swiping 
a handful of apples. "The favorite child of Nature, produced and educated 
entirely by herself" had no need of "the pedant art." The mulberry tree and 
the Jubilee are prominent. 

The third edition (18 vols.; 1797) shows the tempering influence of Ed
mond Malone and has high praise for his studies. There is more knowledge of 
Shakespeare's stage discipline and its value; he knew Latin and "was not un
acquainted with French and Italian." By 1797 the Child of Nature had a 
respectable amount of learning and educative contact with the world. The 
second edition and (with little change) the third devote almost a hundred 
pages to James Beattie's discussion of "Poetry," an essay which comprises a 
small anthology of well-chosen poems, critically analyzed. Beattie accepted the 
language theory of Hugh Blair, a compromise between the rational and the 
evolutionary theories: all savage peoples had poetry of a "rude and imperfect" 
kind, but God gave to the Hebrew people the gift of polished and refined 
poetry. "Periods in rime and metre" will not serve as a definition of poetry, 
for such a definition is merely grammatical. Poetry is not imitative "in any 
strict sense," but rather is "the art of expressing our thoughts by fiction." On 
this question also Beattie affects a compromise. Verse and rhyme are not nec
essarily constituents of poetry, for much prose (e.g., Fenelon's) is truly poetry. 
Children are born with "a happy sensibility to the beauties of nature" which 
should be fostered by the reading of descriptive poetry. A total response to 
poetry will bring about not only a response of the soul, but also regularity of 
nature, proper habits, bodily health. He offers rhetoric and meter as studies 
which will do the reader good in extraliterary matters. As always, he has high 
praise for Garrick, comparing his comedies with those of Shakespeare and 
Terence. 

29. Alfred Van Rensselaer Westfall, American Shakespearean Criticism 
1607-1865, (1939), p. 80. 

30. London Chronicle, XLV (1779), 299. 
31. DNB, LIV, 146. Letter cited from Town and Country, III (1771), 

430. E. K. Chambers, William Shakespeare: A Study of Facts and Problems 
(2 vols.; 1930), II, 379-80, is dubious about Steevens' authorship, but most 
authorities accept it. 

32. London Review, I (1775), 231-32; Critical Review, XXXVIII (1774), 
469-70. 

33. Sentimental Magazine, III (1775), 103-4, 178-79, 362-63. 
34. Court Miscellany, VI (1770), 364. Other examples of explication: 

Town and Country Magazine, VI (1774), 358-59; Gentleman's Magazine, 
XLII, 555, 573; XLIII, 68; XLIV, 454; Universal Magazine, LIII, 290; Lon
don Chronicle, XXIX, 143. 

35. Note 18 above. "The Hunting of the Percy" is Mr. Bronson's chapter 
title. 

36. Lady's Magazine, VII (1777), 456, 510. 
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Rhetorical Theory 

W H E  N Mrs. Elizabeth Griffith 
had the temerity to call Dr. Johnson to her support and say in 
the same breath that Garrick was a better commentator than all 
the editors, she disregarded plot and missed the irony as she 
often did, but, being an actress, she did get the cast of characters 
right. In the war of Actor versus Scholar, Garrick indubitably 
was the Actor. If the Jubilee made Shakespeare perfect, no less 
did it make Garrick incomparable in the literal sense of the word. 
As it suited the satirists to enlarge upon Shakespeare's perfection 
to make their own points, so it behooved them to praise Garrick's 
acting to prove his duplicity. Boswell exhausted his vocabulary 
in Garrick's praise; Dibdin in his dispraise cited Boswell and 
said it would all be true twenty times over. As man and manager 
Garrick was berated, but praise of his acting reached heights 
hitherto unheard of in England. And, although George Steevens 
declared war, although Johnson's edition became Johnson and 
Steevens, the Scholar was not Steevens nor any lesser light, but 
Johnson. Through this period of idolatry and the decentraliza
tion of critical authority, Johnson's work, sober, scholarly, author
itarian, held its pre-eminent place. The real war was undeclared. 

Two forms of literature, the common man in the course of his 
life really reads. We have seen the evidence of popular periodi
cals; let us look at textbooks. The basic curriculum had not 
varied for centuries when Johnson went to school, when he 
taught for a few dismal months at Market Bosworth Grammar 
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School, when at the age of twenty-six he taught the nineteen-
year-old Garrick at Edial. Changes were to come, however, and 
there was a period when two schools of rhetoric existed side by 
side, one associated in the public mind with Johnson, one 
associated with Garrick. 

Anthony Blackwall, the honored headmaster of Market Bos
worth Grammar School, died before Johnson served his brief 
tenure there,1 but An Introduction to the Classics, first published 
in 1718, continued in use for more than a hundred years. With 
sound scholarship and humanistic spirit, Blackwall transmitted 
certain ideas about art, language, and human nature. Johnson, 
in assisting Robert Dodsley with The Preceptor and in compiling 
the prefatory matter for his Dictionary, transmitted the same 

ideas.2 

Art is imitation of nature. The end of rhetoric is persuasion 
to truth. Simple numerical values govern English versification 
which "admits of few licenses." Metaphors are devices for saying 
what is not true, rationally employed so as to adorn truth and 
arrive at the ends of truth. The passions are the winds that 
move the craft, and education develops seamanship. Man must 
understand the forces of passion and the oblique force of 
metaphor, so that both, under the control of reason, will serve 
the individual and society. Classic writings exemplify the 
desired ideals; study of those writings will inculcate that order, 
symmetry, and devotion to public good which result from 
imitation of noble works. Blackwall recommended reading the 
moderns because they provide "a compleater Notion of the 
Perfections and Beauties of the Ancients" saying that England 
had "a glorious set of poets," notably Spenser, Shakespeare, and 
Milton, who "always have the Ancients in view, and write with 
their spirit and judgment." 

The specific use made of modern literature in the rhetoric 
texts was for illustration of rhetorical devices. Blackwall illus
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trated three (comparison, lively description, exclamation) by 
passages from Shakespeare, but most authors made no use of 
Shakespeare. Seven popular rhetorics omit his name, except 
where that of John Lawson used him to illustrate faults.3 The 
extreme subtlety of analysis of rhetorical devices can be seen in 
The Art of Rhetoric by Holmes, where there are 250 sub
divisions. The schoolboy defined and illustrated epanadiplosis, 
hirmos, epizeuxis, hypertyopsis, epanastrophe, and 245 others. 

In the 1730's it was a punishable offense to speak English 
in school hours; Addison had ridiculed the system of education 
that required of the soap-boiler's apprentice a smattering of 
Greek, and Richardson ridiculed the ignorance of the young 
lord with regard to his native tongue, and gradually education 
both for the apprentice and the lord centered more on English. 
Textbooks for teaching oratory were based on the same general 
principles as the classical rhetorics, and used the vocabulary of 
mechanization that neoclassicism had added to classicism. The 
Preceptor (1748) was a large and expensive compendium of 
general knowledge inappropriate for use as a textbook but 
popular with teachers. The section on "Speaking" in the first 
edition is an anthology of selections. The general preface 
warned against theatricality; the voice could be adjusted in 
volume, but under no circumstances should a student assume 
a voice other than his own. The second edition and all subse
quent editions reinforced the warning with John Mason's "Rules 
for Action." Action (gesture) was allowed when done by rule, 
but acting (any assumption of character) was forbidden. Text
books with a section on "Theatrical Declamation" took care 
to repeat the warning in that section.4 Passions were codified 
and imitated as rigidly as the tropes. A textbook popular in 
England and America, James Burgh's Art of Speaking (1761), 
gives line-by-line notes in the margin specifying which passion 
is to be represented. The number of passions varies in the 
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several editions from 81 to 98, the cross-references in one edition 
numbering 300. Each passion had its proper mouth position, 
hand position, and in some cases elbow position. 

As early as 1759 Garrick inadvertently became involved in 
pedagogic issues when John Mason offered him as an example 
to the clergy in a textbook for use in Nonconformist seminaries. 
Mason meant only to remedy the lack of inflection, the mumbling 
with nose in book, but for some of his readers rhetorical effects 
in the pulpit were linked with the preaching done by the 
Methodists outside the church edifice. Warburton (who was 
made bishop in 1759) denounced as "deceitful and vicious" 
even the use of any rhetorical devices in the pulpit, for language 
was of rational origin, its progress has been toward abstraction, 
and metaphor was a primitive and defective means of communi
cation, as were gestures and voice alterations. Thomas Leland of 
Dublin retorted, Bishop Hurd answered for Warburton, and 
Leland printed the controversy with additional arguments.5 

Many earnest men suspected something morally dubious in 
the idea of expressive art, and James Boswell brought the matter 
home to the actor. Shortly after the Jubilee, disappointed in his 
wish to extract from Garrick a satisfactory statement of theory, 
he printed his own as a stopgap until such time as Garrick could 
be persuaded to publish his own "Theatrical Testament." "On 
the Profession of a Player" appeared in three numbers of the 
London Magazine. The first dealt with the place of the actor in 
society, always low until the present, but now ranking with the 
learned professions. Boswell thought acting should rank highest 
of these, for acting "required a greater share of knowledge and 
accomplishments, than any other profession whatever." Garrick 
was his proof, one of Britain's leading citizens, an ornament and 
a servant of the state. The third section was a very interesting 
critical bibliography of readings in dramatic theory.6 The whole 
closed with a meditation on death as abruptly introduced as 
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Garrick's close of the oration, and similar to his. The second 
instalment of the series of articles argued the case. An attempt 
to define the part played by the sympathetic imagination, its 
real interest is a moral question. Does the actor become the 
character he portrays? Is acting an imitative or an expressive 
art? Is a man's integrity violated by the assumption of a role? 
These problems are more than "a matter of taste." They call 
for "philosophical inquiry." 

Johnson and Garrick disagreed on these questions. Garrick 
had told Boswell that the actor "is indeed in a certain sense the 
character he represents." Dr. Johnson had often "exerted his 
eloquence against this proposition." Searching for grounds of 
reconciliation, the Scottish lawyer found a legal loophole in 
Garrick's phrase "in a certain sense." Boswell is sure that acting 
is "something more than an imitative art," and is sure that it 
need not force one to adopt Hume's radical empiricism if one 
views acting as an expressive art. Hume's thesis that man was 
"nothing but a bundle of perceptions" Boswell would not allow 
as generally true, but it was, he thought, a precise description 
of that segment of the actor's mind and personality which came 
under the influence of his acting. Social manners are a similar 
assumption of a character for the approval of some audience; if 
the process did not go on in social meetings, "the pleasures of 
social intercourse would be greatly contracted." 

Boswell used a figure of speech from Locke (although he 
did not name Locke), and based his case on his interpretation 
of the metaphor. Sensations, Locke said, are conducted "from 
without to their audience of the brain—the mind's presence-
room, as I may call it."7 Boswell says the perceptions of external 
character enter the mind as sensations, and take control, but not 
in the presence room. The perceptions are "in an antichamber 
[sic] of the mind, while his own character remains in the 
innermost recesses of the mind." "The player himself—his own 
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character—still remains entire and, in the warmest scenes of the 
drama, can in some measure pass conscious judgment on the 
character which he is representing." Acting involves some 
danger, and lesser men may disintegrate into Hume's estimate 
of man; but men of firm mind can "assume an external character 
without modifying their own." The exercise of the sympathetic 
imagination was voluntary. The danger lay in the abandonment 
of the critical sense. 

The same year Denis Diderot printed the first form of 
Le Paradoxe sur le Comedien. In France theoretical writing by 
Grimm, Marmontel, Mercier, Suard, Bonnet, Ducis, Morellet, 
and Beaumarchais testify to the serious consideration given to 
Garrick. Among these writings, Diderot's essay is the master
piece.8 One of Garrick's pantomimes was known by legend 
before he visited France in 1765. In it he portrayed a father 
who in playing with his child let her fall to her death in a 
flagged area below the window where they had been romping. 
It was said that Garrick's picture of the father's shock and 
anguish was overwhelming in its effect. Arthur Murphy tells 
that he saw him many times rise in company, take the back of 
a chair for the window sill, and re-enact the scene.9 Diderot 
had used the story to argue his case for the bourgeois drama. 
The form of drama, he said, should have no rules, no set 
principles, but should embrace all human activities, even the 
marvelous and the burlesque. Play and actor, free from con
ventions, should portray the intense reaction of the common 
man to the great emergencies of life, should elevate to the 
central position of art the communicable emotions of Man faced 
with a crisis, and should accomplish these ends by the means 
of increased sensitivity of dramatist and actor. His Essai sur la 
poesie dramatique and Entretiens sur Le Fils Naturel urge a 
style of acting which yields to the impulse of the moment and 
lives with complete abandon the life represented in the work 
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of art. In 1758 Mme Riccoboni tried to convince him that 
such was not Garrick's method, but Diderot was persuaded that 
no thought of art, no measured gesture, no conscious rhythm 
of movement was needed, only a simple reliving of the bereaved 
father's anguish. 

When the two men met in 1765 Garrick told him he was 
mistaken; he had known the father, who lived near Goodman's 
Fields, and had visited him often. Driven mad by grief, the 
father was indeed reliving the terrible accident. The actor was 
committing to memory the pattern of his movements, the 
precise lineaments of a face turned on its inward guilt, cut off 
from everything but his unending wonder at so great a loss 
from so little a crime. Assuredly Garrick the man felt the 
father's sorrow; but Garrick the actor was learning to act King 
Lear by calculation and discipline. To make his point, Garrick 
stuck his head between a pair of folding doors so Diderot saw 
only his face, and ran a gamut of emotions completely con
vincing yet completely contradictory. Diderot knew no one could 
feel emotions in the rapid succession of violent change in which 
they were manifest. Feeling is not acting; something must be 
added to life before art is achieved; the sympathetic imagination 
cannot be the whole of art. 

And this is the actor's paradox. Technical excellence must be 
the mirror in which life is reflected. Art may discard conventions, 
but it will develop new ones and establish new techniques. All 
art is subservient to conventions, and the substance of art will 
partake of the substance of the corpus juris. 

Francis Gentleman the same year and in 1774 cited Garrick 
as founder of a school of acting based almost entirely on the 
sympathetic imagination. Two phrases—to create sympathy, and 
to create by sympathy—describe the actor's task. If creative 
power is lacking, "all the adventitious aids of theatrical decora
tion" are vain. Gesture, cadence, deportment are not treated 
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as means in any positive sense; they are important only in the 
negative sense that an impropriety will interfere with the creation 
of sympathy, or the creation by sympathy. The actor's union 
with the role is a creative act; the projection of the role is 
another part of the creative process. He calls to his support 
Adam Smith's Theory of Moral Sentiments (1759): "The 
passions may be transferred from one person to another, instan
taneously, and antecedent to any knowledge of what excited 
them in the persons principally concerned." The human voice 
is the real instrument; Gentleman foreshadows an art based on 
a study of the physical properties of sound as Impressionist 
painters based their art on the properties of light. False cadence 
will keep from the actor the true vibrations of character—which 
Gentleman conceived of as existing in its own right somewhere 
outside the actor. He used a metaphor typical of romanticism, 
a musical string which untouched by any hand vibrates in 
response to musical vibration. The actor does not so much 
become Richard III as he passes on from Shakespeare's Richard 
the vibrations of the sound. "Though nature has strings of 
sympathetic unison, when judiciously touched, yet her feelings 
are often checked or perverted by external prejudices, wherein 
the eye supersedes the heart." The critical faculty had no part 
in the process except to prevent interference.10 

David Williams, a young Welsh minister, had come to 
London with high moral principles and a great curiosity about 
the stage. He met Garrick, and met also Henry Mossop, an 
actor who was in prison because of pecuniary troubles which 
he attributed to Garrick's neglect. Williams reacted in angry 
bewilderment to what he saw as the actor's paradox. His first 
literary publication was a denunciation of Garrick signed "The 
Devil upon Two Sticks."11 The Jubilee, he said, was injurious 
to public ethics, and behind its empty show was Garrick's 
moral vacuity, sign of a heartless being who was a stranger to 
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"the naivete or simplicity of nature." Great acting (and Garrick's 
was very great) was not a product of sympathy, and the fact 
indicated a grave moral flaw. "You act as well in a room as on 
a stage." "You never felt." "You are a mere mimic. You affect 
to feel where you do not, and you imitate tones, looks and 
gestures while your heart is at ease." "You speak to a post with 
the same feelings and expressions, as to the loveliest Juliet under 
heaven. This is a matter of notoriety. It is what you value 
yourself upon." 

Garrick was not a propounder of theories; he was the proof 
of all theories. The men who made these four statements knew 
him personally and professionally, and felt that the divergent 
theories came from him. And so when the textbooks lifted the 
universal caveat against acting, which appeared in every text
book published before 1769, Garrick was proof of the new 
theories. When analysis of the "passions" was replaced by 
injunctions to become Mark Antony, when rhetoric was declared 
an expressive art, when power to sway emotion was set beside 
persuasion to truth as the end of rhetoric, Garrick was the living 
illustration. 

As for the actual sources, a major one was the associational 
psychology of David Hartley, which entered the classroom by 
way of Joseph Priestley, who was teaching at Warrington 
Academy, "the Athens of the North." These were sterile times 
for the English universities. The best Scottish schools and the 
Nonconformist academies established during the time of the 
Test Acts had more liberal faculties, more flexible methods, and 
broader curricula. Priestley's conversion to Hartley was com
plete,12 and he employed the ideas in lectures on modern 
literature and class sessions where students spoke monologues 
and acted scenes from plays. He was urged to publish his 
lectures on rhetoric, and did so in Lectures on Oratory and 
Criticism (1777). It was a hasty and partial rewriting of lecture 
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notes, but it applied associational psychology to classroom 
method, and the relation to drama is clear. Metaphor is treated 
as a dramatic entity rather than a literary trope. "Figurative 
expressions are scarcely attended to as words, but are viewed in 
the same light as attitudes, gestures, or looks, which are infinitely 
more expressive of sentiment and feelings than words can 
possibly be." 

The book had only one edition, and I saw only one review 
(Monthly Review, LVII, 90), written by William Enfield. As 
rector of Warrington, Enfield was in a position to know what 
value there would have been in a careful and complete statement 
by Priestley, and he regretted the truncated form in which it 
appared, especially the omission of the lecture on oral delivery. 
Enfield himself, however, had already given the ideas to the 
academic world in The Speaker, a textbook prepared at Priest-
ley's request and under his guidance to meet the needs of 
classes at Warrington. Based on different principles from those 
of Blackwall, The Speaker, like An Introduction to the Classics, 
attains some pedagogical absolutes that survive shifting ideolo
gies: clarity, energy, simplicity, firm and courteous tone. Shake
speare provided a fourth of the practice material. In later 
textbooks, the proportion of Shakespeare rose to 100 per cent 
in some cases. 

George Campbell's Philosophy of Rhetoric (1776) was a more 
extended application of Hartley's psychology. He admitted four 
aims of rhetoric, and allowed that a discourse might have any one 
of the four as its chief aim: to enlighten the understanding, to 
please the imagination, to move the passions, to influence the 
will.13 Prophetically Campbell said the future development of 
rhetoric lay in the exploration of psychology. The work of 
John Ogilvie, Philosophical and Critical Observations on the 
Nature, Characters and Various Species of Composition (1774), 
had little influence compared to that of Campbell and Enfield, 
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but this Scottish clergyman of the Common Sense school moved 
closer to the romantic point of view, emphasizing the imagination 
as a mark of both the artist and the student, impressing upon 
the instructor his duty to foster the faculty. Ogilvie retained a 
firm pedagogical grip on the young imagination, and the young 
mind was not yet trailing clouds of glory; but in his actual class
room situation he saw the child as being nearer than its elders 
to the picturesque and the sublime. 

In 1775 William Cockin of Lancaster Free School published 
The Art of Delivering Written Language, frankly announcing 
the book as radical, openly flouting the authority of Johnson. 
It was prepared with Garrick's co-operation and dedicated to 
him. The author had distrusted his own judgment in offering 
so controversial a textbook, but Garrick had given him the 
needed authorization. 

You have however removed all fears of this kind, by assuring 
him that the doctrine laid down in the following essay agrees 
exactly with your own sentiments, and that on more accounts 
than one it merits the notice of the ingenious. Regard for the 
delicacy of the public ear obliges him to suppress the rest of 
your acknowledgements in its favour. 

The book presents the four interlocking ideas which made the 
new curriculum a radical departure from classical principles. 
The use of theatrical techniques shows that the stigma has been 
removed from classroom acting. Expressions of emotion will 
be governed by the sympathetic imagination rather than by 
marginal notations. The third change had to do with the study 
of accent; some of the ideas of the new curriculum were 
transient, but the studies of scansion made a permanent con
tribution to English rhetoric. Cockin's book made the first 
attempt to teach the relation of verse to musical notation, an 
idea that was developed somewhat before 1769, but which before 
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that date had not affected pedagogy. It is obvious that Cockin, 
through Garrick, knew the work of Joshua Steele. 

When Garrick had just made his debut at Goodman's Field, 
Johnson challenged him and Giffard, the manager, to read with 
proper emphasis even so familiar a sentence as the Ninth 
Commandment. Having proved to his own satisfaction that they 
could not, "Johnson P  u  t them right, and enjoyed his victory with 
great glee." 'The players, Sir, have got a kind of rant, with 
which they run on, without any regard to accent or emphasis."14 

Garrick at the time of the Jubilee considered offering direct 
proof that he stood no longer in statu pupillaris in matters of 
accent, and announced that he would give three lectures, one 
dealing entirely with accent and emphasis.15 For some reason 
he removed the lectures from the agenda and contented himself 
with a demonstration of his mastery in the ode. As spoken by 
him, the ode was overwhelming; but the ode on paper16 was 
derided by many critics, and modern critics still find it good for 
a laugh.17 We may safely conclude that he was better as an 
actor than as a serious poet, but there are other conclusions to 
be drawn. The ode was no worse than Havard's ode to Shake
speare, performed just before the Jubilee and printed (Public 
Advertiser, August 8) as part of publicity, and no worse than 
two odes to Shakespeare presented by Linley in 1776 when 
Garrick retired from the stage, efforts which escaped unscathed. 
Garrick's presumption in attempting a classical ode and the 
intimation in the ode itself that the universities did not pay 
enough attention to Shakespeare were annoying, but Garrick's 
ode got special treatment because he was trying to handle 
language itself in a manner different from most writers of odes 
of the time. This ode was not "classical," but "primitive." As 
he chose for his model for the Garland the medievalism of his 
fellow Club Member, Bishop Percy, so he chose as model for 
his ode the work of his friend and fellow worker John Brown. 
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The statement that Garrick aided Brown in his writing (made 
by Davies and denied by Johnson) applied to Brown's dramatic 
writing. Garrick directly worked with Steele and Cockin, but 
so far as I know he did not work directly with Brown when he 
wrote his dissertation on language theory.18 Locke had postulated 
a psychological rather than a rational origin of language, and 
Brown's work is a culmination of theories derived from Locke 
by various men. 

Professor Rene Wellek's brilliant study of the language 
theories of the period has guided my reading, and I need only 
to call attention to this well-known study and to the high value 
he places on the work of Brown's "remarkable theory which 
in many ways anticipates the arguments of Nietzsche and 
Wagner."19 Brown postulated a process by which primitive 
gesture had developed into dance, voice into song, speech into 
poetry. The three forms of expression had been united in early 
tribal rites and gradually in the course of time had separated; 
he proposed that an effort be made to reverse the process, to 
reunite poetry and music in some closer union than was to be 
heard in opera and oratorio. Neither Brown in the ode he offers 
as exemplary ("The Curse of Saul") nor Garrick was destined 
to write the lyric poetry which later almost was able to absorb 
the drama. Opera, not poetry proper, gained from Garrick's 
experimenting and from the prominence given to his first use 
of the spoken recitative; but the ode is interesting for its place 
in an important controversy. The evolutionary and primitivist 
theories of language emphasized the development of metaphor 
from folk myth, the organic process of growth and decay in 
language. Their ideas affected the concept of the relation 
between genres, and propounded the thesis that language in 
its nature and man in his nature were emotional in essence in 
a way more important than the rational part of their makeup. 

Garrick could not sing, and he meant to take the leading 
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role in the ode. Theatrical necessity was the mother of his 
inventions, and they were fathered by some very original minds. 
Those long-deferred grammatical climaxes of the ode were meant 
to have great emotional effect on the hearer, to hold sentence 
structure and listener in a state of suspense. Johnson didn't like 
it. Warburton didn't like it. Thomas Sheridan spoke for the 
insulted universities, a fresh honorary degree from Cambridge 
just added to the earlier one from Oxford. Under the name 
"Longinus" he made an extended analysis of the classical faults 
of the ode, and there was a great deal of comment pro and con 
in pamphlets and periodicals.20 The battle evoked one of the 
really delightful Jubilee reactions which has been attributed— 
erroneously, I think—to the young actor John Henderson: Ode 
on Dedicating a Building and Erecting a Statue to he Stue, Cook 
to the Duke of Newcastle at Clermont: with notes by Martinus 
Scrihlerus. To which are prefixed Testimonies to the Genius 
and Merits of Le Stue (1769). It is a close parody, several 
sections being identical, for Le Stew had many things in 
common with Shakespeare, included variant spellings of his 
name. "Longinus" had ruled that a composition of this length 
could contain no more than forty faults, and Scriblerus keeps 
careful count, enthusiastically noting beauties (his) and ruefully 
keeping tab on faults (Garrick's). His neat jabs at Bishop 
Warburton, now bucking for archbishop ("Ye that have or sigh 
for Grace") and his parodies of the scholars, his learned remarks 
on the scientific probability of the "little loves" climbing up 
Shakespeare's legs manage to cover a wide range of Jubilee 
personalities in their multiple allusions. Walpole (who probably 
picked up allusions to the household at Newcastle which escape 
me) printed it at Strawberry Hill in elegant format. 

Daniel Webb's book, which extended the evolutionary concept 
to include the study of scansion, was printed serially in Lloyd's 
Evening Post.21 William Mitford applied the principles of music 
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to scansion.22 Musicians made contribution to the study—Sir 
John Hawkins and Dr. Burney.23 Scholars whose main concern 
was phonetics, Lord Monboddo among them, attempted to apply 
evolutionary concepts to that field.24 John Herries, in an early 
and important textbook on phonetics, rejected the mechanical 
principles of scansion, and tried to adopt a strictly scientific 
method for the study of the emotional bases of prosody. Hamlet's 
speech to the ghost, he said, could not be scanned at all on 
mechanistic principles, for the quantity of syllable is governed 
by the emotion expressed, and Lear's "Blow, winds" shows how 
syllabic length is related to the "tumult and frenzy" of passion.25 

James Beattie's Essay on Poetry and Music as They Affect the 
Mind (1776) attained wide circulation by being bound with 
the second edition and all subsequent editions of his Essay on 
Truth; although it made no technical advance in metrics, it 
placed in many hands a consolidation of the previously dispersed 
interests of philosophy, psychology, music, and metrics based on 
Shakespeare and Garrick as models of perfection. 

From the trend of this theory, it seems that work might have 
begun with Shakespeare's songs, but that was not the case. 
Nothing mattered but blank verse as Garrick spoke it. Until the 
end of the century the songs and the nondramatic poetry of 
Shakespeare were almost ignored. The Encyclopaedia Britannica 
(2nd ed.; 1778-83) reported the latter by hearsay only: "Besides 
his dramatic works, Shakespeare is said to have written several 
poems, which are published in a single 8vo volume." George 
Steevens in his edition of 1793 (p. vii) excluded the poems and 
sonnets, saying "the strongest act of Parliament would fail to 
compel readers into their service." Lord Kames, in Scotland far 
from Drury Lane, doubted that Shakespeare's blank verse was 
poetry at all; it seemed to him "a sort of measured prose." 
Within earshot of Drury Lane, the reverse was true to the point 
that amateur critics in the 70's suspected any rhymed lines of 
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being spurious. The heroic couplet, wrote correspondents, was 
not good form for serious poetry. It, not Shakespeare, was now 
being called "gothic." No, said the public to the standard verse 
form of neoclassical poetry: 

No, not in rhyme; I hate that iron chain,

Forg'd by the hand of some rude Goth, which cramps

The fairest feather in the Muse's wing,

And pins her to the ground.26


The great work in metrics, published in 1775 by Joshua Steele 
and expanded in 1779, was based on Garrick's reading of blank 
verse. Garrick died in 1779, and Steele felt no incentive to 
continue his work. An Essay toward Establishing the Melody 
and Measure of Speech and the expanded form, Prosodia 
Rationalis, were called the greatest work of the eighteenth 
century by rhetoricians of the next century. Thomas Stewart 
Omond in English Metrists (1921) evaluates it thus: "No 
prosody based on the actual facts of language can neglect Steele's 
analysis. . . . The real student will have Steele as a master 
. . . and will pronounce his the first really living work in the 
evolution of prosody." (pp. 93-94) 

It was Steele's intention to make a true recording of Garrick's 
voice. His work was given high commendation among the men 
of learning. Sir John Pringle, president of the Royal Society, 
of which Steele was a member, was enthusiastic, as was Lord 
Monboddo, though Steele's work refuted his own, his more 
conservative ideas of metrics which had recently been published. 
By means of symbols of his own devising (a combination of 
phonetic marks and musical notation) Steele recorded Garrick's 
reading of Shakespeare on a bass clef. Common discourse, he 
observed, ranged through thirteen tones, an octave and a fifth, 
with C natural below the bass clef as the lowest tone. We shift 
tones in speaking not only between syllables, but also within 
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a syllable, through at least as great an interval as a fifth, which 
compass was allowed by the Greeks. Greek accentuation in 
poetry had only a single proportion, long (2) and short (1) . 
But English speech has several proportions: 2:1 iVi-M; 3 : 1 : ^ :V6} 

etc. Steele thought the variation in time should be as flexible in 
poetry as in music. 

Variations in pitch on a single syllable could range through 
as much as a fifth, moving upward (marked by an acute accent) 
or downward (marked by a grave accent) or moving either 
way and then returning in the direction of the original pitch 
(marked by one or the other of the circumflexes). He observed 
the regional variations of the use of the circumflex, the Irish 
being commonly acute-grave, the Scottish grave-acute. Provincial 
speech used a greater variation in pitch than court speech, the 
exaggerations of the circumflex shifting in the various geo
graphical regions. By means of these markings the variations of 
pitch could be accurately indicated on a clef, and by means of 
signs adopted from musical notation the duration of tone could 
be indicated for any one syllable. 

To Garrick's question, Could another produce the sounds 
from the recording? Steele answered that the beauty of Garrick's 
voice, its clarity and power would not be equaled, but future 
students could study the sensuous rhythms and could have the 
ideal of perfect tone described for them as accurately as was 
then possible. The secret of Garrick's tone was this: pitch and 
duration varied—pitch, indeed, varied greatly, swept up and 
down by the rise and fall of passion—but Garrick preserved 
throughout the whole length of each syllable a perfectly uniform 
volume of tone. (I have never read anything that led me to 
think that Garrick had any unusual range of tone. What was 
unusual was his ability to use his entire range effectively on 
stage.) This perfect control distinguished Garrick's from all 
other voices. It was this unique control that made it possible for 
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him to vary other elements of the voice far beyond the normal, 
and yet remain uniformly powerful and audible through his 
entire range of both pitch and volume. He did not need a stage 
whisper; his low tones would carry. At top production of 
decibels, every syllable was audible and under control. Steele's 
work is a splendid product of original thought, scientific analysis, 
and ear that could really hear. He united metrics with music, 
and English prosody since is indebted to his findings. 

The new prosody, associational psychology, acceptance of 
theatrical principles were three of the ideas upon which the 
new curriculum built. The fourth was the idea of good speech 
as self-betterment, not in the sense that all education is self-
betterment, but in the specific meaning of better economic and 
social status achieved by education. The entire subject is so vast 
that one must define it sharply lest some theatrical men of the 
late eighteenth century appear to be the cause of such historic 
upheavals as the extension of education to lower social classes, 
the great enlargement of the reading public, and the French 
Revolution. Thomas Sheridan, William Kenrick, Francis Gentle
man, and John Walker did not cause the French Revolution, 
but they lived in a time of great social change and deep unrest, 
and they were not unaware of the time. When a lot of people 
decide to rise in the world, some sort of Bastille looms on the 
horizon, even if the only question at stake is a rhetorical one. 
More and more people were in a mood to climb. More and 
more men and women were less and less content to remain 
in the estate to which they had been born. Beaumarchais came 
from France to ask Garrick's help in writing his Barber of 
Seville. In England in the 1770's and 8o's men hoped as never 
before that the gifted man might rise in the world, that the 
clever barber might really win, and that all might have a happy 
comic ending in peace and forgiveness. 

Joseph Addison wanted the soap-boiler's apprentice taught, but 
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taught as befit his station in life. Thomas Sheridan taught the 
power of excellent speech to cross social boundaries. He offered 
good speech almost as a panacea for all social ills with an 
enthusiasm that earned him a satire by Samuel Foote, The 
Orator. But in America, where no man was irrevocably born 
to be an apprentice or a lord, there was an apprentice who 
became a lord, as it were (one Benjamin Franklin), who heartily 
advocated Sheridan's concepts and methods. Francis Gentleman 
also taught speech outside the schoolroom. By coincidence, both 
he and Sheridan were teaching oratory in Edinburgh when 
they inspired Boswell with a desire to meet their friend Samuel 
Johnson. 

The movement to ascertain the language went forward, the 
major work in spelling and defining being done by Johnson's 
dictionary, in grammar by Lindley Murray, and in pronunciation 
by three actors, Kenrick, Sheridan, and Walker. Two authorities, 
the court and the universities, had molded English speech, their 
influence varying with the cultural powers of the institutions. 
With a Hanover on the throne, the King's English was not a 
model, and the universities were in a state of comparative 
defoliation; so in the late eighteenth century a third authority 
was added, the stage. It served as a sort of triangulation to 
steady English pronunciation, which has altered little since 
Walker wrote.27 He wrote with the voice of Garrick ringing in 
his ears. The prospectus for his pronouncing dictionary was 
prepared with Garrick's aid. His first publication, a rhyming 
dictionary, was dedicated to Garrick, and it stands now, not in 
the stacks where his rhetoric texts are placed, but a standard 
reference work on the reference shelves in a new printing. 

I spoke of a time when there existed two schools of rhetoric, 
one associated with Johnson, one associated with Garrick. It was 
John Walker who terminated this brief period. His early work 
was done under Garrick's patronage; after Garrick's death 
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Johnson became his patron, and Walker, in the course of time 
and in his own way, reconciled the two schools. In the name 
of Garrick, Johnson, and Shakespeare, he set up a monopoly in 
the field of rhetoric that lasted until his death in 1807. Until 
his death there were no important publications in the field 
except his own, and his sales depressed the sales of standard 
works already in the field. As for sales records, even Blair and 
Campbell did not come into their own until after 1807. Walker's 
life story is a complete vindication of Thomas Sheridan's faith 
in the power of rhetoric to raise a man in the world. By com
parison with Walker, Eliza Doolittle pales; she only made one 
threat to teach correct pronunciation, and then dwindled into 
a wife. Walker had Burke for his pupil, taught the great and 
the wealthy and the noble, and rose so gracefully from poverty 
that he can truly claim the much-abused eighteenth-century 
phrase "universal approbation." For fifty-eight years he lived 
in the fierce white light that beats upon stage and academic 
rostrum, and in his entire career there is no word of dispraise. 
Moralists praised his morality, philanthropists praised his phi
lanthropy, dignitaries praised his dignity. And yet in the field 
of rhetoric, I can discern in all his work no single new idea, 
try as I may. All the rhetors mentioned thus far involuntarily 
supplied his total subject matter. In his pages the old rhetoric 
and the new lie down like the lion and the lamb. He discerned 
no contradictions between them. All opinions were as indis
tinguishable as meum and tuum to Walker, but during his life
time no one ever complained. He silenced the chatterers of his 
own day, and, awed by his probity, I will call him an eclectic. 
An eclectic who did not know a lion from a lamb. 

In 1769 John Walker was thirty-seven years old.28 Nothing 
in his life up to that date presaged the fame that was to attend 
the career he launched in November of that year. He was born 
on March 18, 1732, in Colney Hatch, a hamlet on the eastern 
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side of Finchley Common in the parish of Friern Barnet. His 
father died when John was a child. His mother was a sister 
of the Reverend James Morley, a Dissenting minister of Pains-
wick in Gloucester. The boy was reared in the Presbyterian 
faith. He went to school—just how long he did not say, but 
he always made it clear that his schooling was brief and meager. 
Family finances forced him to take up a trade, and he went from 
one to another with slight success, for he had, as he said, "a 
repugnance to the practice of any mechanical art." About 1749 
his mother died, and he was free to begin his real education. 

John Ward was manager of the provincial theater in Glouces
ter at the time, and Walker went to him to begin his career as 
actor. He pleased Ward, who sent him to Garrick at Drury 
Lane. One night he was playing a role in Foote's farce that 
satirized Sheridan's teaching, and something about the boy's 
manner struck Garrick. He singled him out, praised his work, 
raised his salary, and advanced him in the company. From that 
night dated Garrick's friendship for Walker and Walker's near 
idolatry of Garrick. 

Walker was never a star, but he did well, playing the second 
roles in tragedies to Garrick's leads, and in the comedies playing 
roles "of a grave and sententious cast." In May of 1758 he 
married a Miss Myners (Genest spells the name Minors), an 
actress of comic roles who had been with the company at Drury 
Lane since 1750. She was a competent actress and a pleasant 
woman, noted both for her wit and for dignity of character. 
When Spranger Barry and Henry Woodward organized a com
pany to open the Crow Street Theatre in Dublin, they engaged 
the Walkers. Walker was advanced in the company, and when 
Henry Mossop deserted the group to join the rival company 
in Smock Alley, Walker was given most of his roles. During 
the summers the Walkers played in Bristol and made many 
friends there. In June, 1762, Beard, manager of Covent Garden, 
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brought the Walkers to London, Walker to replace Ned Sparks. 
He performed the popular roles of Downright in Every Man in 
His Humour, Addison's Cato and Shakespeare's Brutus. Mrs. 
Walker had her outstanding success as Deborah Woodcock in 
Isaac Bickerstaffe's very popular operetta Love in a Village. 

During the next five years there was a development which 
Walker always said was very important in his life. He joined 
the Robin Hood, a debating club, where he discovered his own 
eloquence and heard for the first time the applause for his "close 
and ingenious reasoning." In 1767 the patent of Covent Garden 
was bought by George Colman and his three associates, Powell, 
Harris, and Rutherford. For some reason they did not renew 
the Walkers' contracts. The two went to Dublin for a year and 
resumed their summer work in Bristol, but the Dublin theater 
was poorly organized and the arrangement was not satisfactory. 
In 1768 they left the stage, and events so transpired that they 
never returned. 

The Reverend James Usher (so called, though several biog
raphers doubt that he was ever ordained a clergyman) was a 
friend of Walker's. Under his influence, Walker became a 
Roman Catholic and joined Usher in a school for Catholic boys 
near Kensington Gravel Pits. Walker's attachment to the school 
was of brief duration; the men disagreed on school policies and 
severed their professional connections, remaining, however, close 
friends. In November, 1769, Walker opened his own school in 
London and became a teacher of speech. (I set this date because 
I find announcements in the papers that early.) His first notice 
in the Public Advertiser offered "to remove the common Timidity 
and Hesitation of Youth." Whatever timidity had depressed 
his own poverty-stricken and underprivileged youth was now 
removed. With exemplary absence of timidity and hesitation 
Walker went to his true calling with unwavering self-assurance, 
and for thirty-eight years moved from glory unto glory. 
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In an objective evaluation of a man's lifework, his handicaps 
should not be considered; but teaching was Walker's work, and 
the greatest testimonial to his teaching is the man himself. Self-
taught, he became a learned man. He produced A Key to the 
Classical Pronunciation of Greek and Latin Proper Names that 
was included in Johnson's dictionary and in Noah Webster's. 
He became an authority on the religious wars, early ecclesiastical 
history, and the writings of the primitive fathers of his church. 
His biographers say that theology more than any other subject 
occupied his mind all his mature life. 

He learned one hard lesson for a man born in poverty: how 
to handle money. Johnson attributed much of the criticism that 
fell to Garrick to the effect of his early poverty, saying that 
Garrick was not an avaricious man, but a very generous man 
who was subject to fits of irrational economy. Walker was 
neither embarrassed nor embittered by his early indigence. The 
fortune he made from his rhetoric books and lectures he spent 
with good sense or gave away with good judgment and Christian 
anonymity in his many works of charity. Only after his death 
was the record of his charities made known by those who grate
fully received his help. His discerning and tactful advice, his 
endearing modesty had left his beneficiaries not humbled, but 
proud to have been beneficiaries, and when the bond of silence 
was lifted, they acknowledged their debts. 

He learned how to use his early profession of actor. The very 
fact that he had been an actor might have damaged him in the 
eyes of the bishops and scholars who became his associates, but 
he made even Johnson forget his profound suspicion of the 
trade. Johnson and the bishops forgave him both his religious 
affiliations. He "quitted a religion degraded by humiliating 
exclusions . .  . to adopt a mode of faith, the profession of 
which was subjected by laws then existing, to the most unjust 
and oppressive penalties." Neither Presbyterians nor Catholics 
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were admitted to the universities, even as students. Walker 
taught the new rhetoric at Oxford and Cambridge, introduced 
into those sacred halls by Johnson. 

Burke was his friend and his pupil in oratory. Goldsmith was 
his friend, Arthur Murphy, Dugald Stewart, Henry Home, 
Andrew Kippis, William Richardson were his friends. In a time 
of great conversationalists, Walker was courted for the sake of 
his conversation. The prime minister of Russia was sent to 
England to study with him. Young princes from the Continent 
sat at his feet with English noblemen. An imaginary portrait 
was made of him surrounded by his famous pupils, and their 
eulogies are genuinely touching. 

At the age of forty-seven Walker said in a published statement 
that he was ignorant of the very rudiments of music. At the 
age of fifty-five he published a book showing that he had 
acquired knowledge of music adequate to the needs of teaching 
the new rhetoric, an admirable accomplishment. After the age 
of forty-seven Walker achieved his greatest fame and fortune by 
teaching the subtleties of intonation, yet he said he had been 
born tone-deaf. He gave no clue as to how he performed this 
unparalleled feat, but in a lifetime of strenuous effort he said it 
was his greatest labor. This was the only subject on which he 
showed traces of irritable vanity; he wanted his miraculous 
accomplishment acknowledged. He never developed his ear-
training to the point where he could tell when a singer was off 
key or off tune, but he came to enjoy simple melodies in a 
minor key. He was always unable to hear a tune in a major 
key, and any addition of harmony was so much noise and 
distraction. He said he was seriously handicapped in his career 
as an actor by his voice, which was nearly a monotone. And so 
this remarkable man made voice production his study and 
became the authority of his age on modulation, inflection, and 
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tonality. The two musical accomplishments were necessary for 
his new work. 

Walker did not read the work of Joshua Steele until it was 
published in expanded form in 1779, Prosodia Rationalis. In 
1781 Walker published the work on which his chief contempo
rary fame rested, Elements of Elocution, dedicated to Johnson. 
His biographers speak of it as his magnum opus because it was 
the first practical treatise of the art of speaking, previous writers 
having lacked the theory of voice. "They had not made that 
discovery which was reserved for Mr. Walker, and by means of 
which he attained the decided superiority he possessed over his 
predecessors and competitors, of the radical distinction of its 
tones into two inflections . . . etc." It was a great discovery, 
and it made Walker famous—but it was not his discovery. In 
the first edition Walker described how he arrived at his "new 
and curious" plan of teaching. While his work was in its 
"early stages," he met with a work called Prosodia Rationalis. 
His first statement of his debt is adequate, even flattering. 

I never so much deplored my total want of knowledge in music, 
as I did in the perusal of this work; for though I could conceive 
the truth of this system, I had no means of understanding how 
it could be reduced to practice: I understood enough to find, 
that the author was a very ingenious and philosophical gram
marian, but could go no further. . . . had that great actor and 
excellent citizen Mr. Garrick lived I should have exemplified 
[my adaptation of SteeleJ in some of his favorite speeches; but 
death, which deprived the stage of its greatest ornament, bereft 
me of a most valuable friend and patron; a loss I have the 
greater reason to lament, as his advice and assistance was open 
to the feeblest efforts of genius, and has been afforded to the 
beginning of this work.29 

By the time Walker got to the end of Volume II of that edition, 
he was able to close the work with his own marking (Steele's 
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system) of Mrs. Yates's reading of R. B. Sheridan's "Monody 
to the Memory of David Garrick." 

In 1787 Walker published The Melody of Speech Delineated: 
or Elocution Taught like Music by Visible Symbols. It is Steele's 
method, but there is no mention of Steele. 

The second edition of Elements of Elocution claimed that 
Walker had invented the use of the circumflex in recording 
speech, and publicly rebuked William Enfield in the preface 
for using the word inflexion in a recent edition of The Speaker 
without crediting Walker with the discovery. The system— 
"Walker's System" now—was used in the teaching of French 
to show more accurately the English intonation, the work chosen 
for first delineation being Rasselas. During his life no one called 
Walker to task, but after his death Steele's honors were restored 
to the true originator. American rhetoricians took pleasure in 
calling attention to Walker's imposition. 

Occasionally Walker did give credit for a borrowed idea, 
always some time after the idea has been fixed in the reader's 
mind as Walker's. This belated insertion of a phrase ("on so 
respectable an authority" as Priestley's, "much indebted to the 
Rev. Mr. Robertson," or to Dr. Bowles) forces the reader to 
reread the pages in an attempt to evaluate any possible originality, 
for what is owed to Priestley is not made clear, nor whether 
Walker had ever read Hartley, whose work Priestley was 
interpreting. Even these shadowy attributions are rare. In 
unacknowledged borrowings from Enfield and Cockin there are 
disturbing elisions of their injunctions to students to remember 
that the imagination and its fictions are not equivalent to reality, 
that the end of rhetoric is still wisdom, that it is wrong under 
any system to reduce communication to a parade of artificial 
eloquence. The work that made Walker famous was taken from 
Steele, but in it appear passages taken almost verbatim from 
Sheridan. Leland's instruction to the clergy, Blair's compromise 
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between the two theories of language, Campbell's psychological 
theories—all are adapted in Walker. I know that other times 
had other modes; I know that John Wesley's "adaptation" of 
Johnson's Taxation No Tyranny was accepted calmly by Johnson 
as "flattering"; I know the men were alive to make complaint if 
they wanted to. Yet Walker's borrowings, excusable morally, 
were irresponsible ideologically. He was not aware that a passage 
taken from Anthony Blackwall contradicted a passage pre-empted 
from Joseph Priestley and set beside it. 

Confronted with Steele's originality, he said at first, "I had 
no means of understanding how it could be reduced to practice." 
But he learned. Born tone-deaf, he learned to hear tone, an 
accomplishment that might be taken (along with those pebbles 
in the mouth of Demosthenes) as sign and token of a man 
determined to master rhetoric. He wrote the first textbook for 
teaching English composition, a great, though still imperfect, 
instrument for self-betterment. He took what he needed from 
classicist, primitivist, mechanician, evolutionist, from Noncon
formist liberality and High Church austerity, and sold the 
amalgam wherever English was spoken, in the names of Garrick, 
Johnson, and Walker. Those three names always got their due 
attribution. 

Perhaps his amazing degree of influence had something to 
do with the fact that these three men had reduced to practice 
the dearest language theory of the age. Conservatives as they 
were, they showed how a man might rise in the world. The 
victories they won with language were not sciomachies, but 
gave form and substance to the hope of station deriving from 
words fitly used, a hope in hard work, not in birth. Garrick 
answered Diderot truly that he worked like a beaver for those 
unstudied portrayals of pure passion, hour after hour for one 
perfect gesture. Even in 1774 Mrs. Griffith was speaking of 
criticism as something born in a man, a heritage of the blood, 
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and Carlyle was to speak of it later as if it were a religious 

vocation; but the hard experience of life, the long study of the 

language that made Johnson the greatest critic of the age were 

not born in him. A poor man may rise to a throne, to the 

eminence of Elsinore and Dunsinane lit by footlights, to a chair 

at the Club many a real Grand Cham might envy if he took a 

long look, to the rostrum at Oxford for the outcast. The social 

system was not disrupted; Garrick "dearly loved a lord" and 

was loved in return; Johnson could rebuke an earl; titled lords 

sat at Walker's feet. They married their heroines. Their rule 

was benign. They had the happy ending of peaceful and 

honored age. It didn't quite work for Beaumarchais, but in 

England and America it was the most popular of all language 

theories, and Walker never lost faith in it. 
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VIII


Reactions in Europe 

T H  E FRENCH REACTION to the 

Jubilee must be viewed against the background of Garrick's 
visit to France in 1765, for in France as a rule the Jubilee was 
seen not as an iconoclastic event but as a continuation and inten
sification of attitudes already adopted four years before. The visit 
was a well-timed and well-staged affair.1 The war had kept Eng
lishmen from the French salons and they had been missed there. 
Those who had come since the war—Walpole, Sterne, Hume, 
Wilkes—had been feted, but they only whetted French appetites. 
In the theaters of Paris there was no shortage of competent 
performers, but no really great personality. The plays of Shake
speare were provoking inquiry and were becoming involved in 
the cause of the bourgeois drama. Those who espoused that 
cause—Diderot, Grimm, Baculard d'Arnaud, Saurin—opposed 
the established stage conventions, and the revolutionary spirit 
of Beaumarchais had joined the aesthetic rebellion. Garrick 
found an insatiable curiosity awaiting him. He was consulted 
on problems of managing, writing, staging. His acting technique 
was subject for study both practical and philosophical. 

Long ago he had made common cause with Shakespeare, and 
now the two names became one in the salons. "Mon cher 
Shakespeare" they called him. Cast for the role, Garrick did his 
excellent best to act the part. He talked Shakespeare, argued 
Shakespeare, acted Shakespeare. Leisurely salon life gave oppor
tunity for leisurely pleasures. Over and over he went through 
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the favorite scenes for an applauding haut monde. He was of 
French lineage and his command of the language was good, but 
he did not attempt translation. He sketched the scenes briefly 
in French, then relied on the sound of Shakespeare as spoken by 
Garrick to supply a higher form of communication than any 
transliteration. All these favorable circumstances were turned 
to good account, and Garrick's conquest of France was complete. 
Court, church, stage, Academy, salons, and journals succumbed. 
Ducal hauteur, neoclassical censure, ecclesiastical reserve, and 
professional jealousy went down before his genius and his 
charm. 

England had praised him, but this was adulation. Kitty Clive's 
"Damn him! He could act a gridiron!" was wrung from the 
heart, but it formed a contrast with the tenderness of Mile 
Clairon, the dignified yearning of Mme Riccoboni, the devotion 
of Mme Necker. Adulation did not cease with his departure. 
Visits were made to England. Rousseau went with Hume to 
Drury Lane. Suard and Mme and M. Necker made the 
pilgrimage. The Chevalier de Chastellux came. Beaumarchais 
brought with him he Barhier de Seville for Garrick's revision. 
Morellet, visiting Lord Shelburne, shared with Garrick and 
Benjamin Franklin the position of guest of honor at Wycombe. 
France mourned the eclipse of her gaiety when Garrick died, 
and later, when dukes and bishops and court actors fell on evil 
times, they looked wistfully back to Garrick's visit as a summa
tion of the good old days. In 1816, in another era, Campenon 
went to the home of the aged Ducis and found the old fellow 
tottering on a chair, crowning with evergreen two portraits on 
a high shelf, portraits begged from Garrick in 1765. Shakespeare 
and Garrick had formed an altarpiece for half a century.2 

So for France the Jubilee was only natural. The French 
greeted with joy the news of what they always thought was a 
great national festival in honor of their two heroes. On the 
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Continent the event was reported as a glorious occasion of 
devotion, and no word of satiric dispraise registered on the 
French national consciousness. "A festival worthy of ancient 
Athens," Suard called it, and Grimm gave stirring accounts of 
it in his Correspondence litter air e. The Journal Anglais trans
lated the songs of Shakespeare's Garland. The Mercure de 
France was delighted. Mercier, Marmontel, Morellet, and 
Bonnet rejoiced. 

Frankly riding the wave of Jubilee enthusiasm, the Comte du 
Catuelan, Fontaine-Malherbe, and Pierre Le Tourneur an
nounced that an integrated translation of Shakespeare was in 
preparation. By courtesy the noble name came first, but the man 
who was chiefly responsible for the organizing and performing of 
the translation was Le Tourneur. He was a man of high char
acter and considerable ability. He spent most of his professional 
life making known in France the works of foreign authors, espe
cially those of England. Young's Night Thoughts was one of 
his earliest translations, Clarissa Harlowe one of his latest. 
During the time he was at work on the edition of Shakespeare 
he was also translating Ossian. The edition was dedicated to 
the king. The list of subscribers was dazzling. Twelve hundred 
copies were sent to eight hundred impressive addresses all over 
the world. The queen, members of the royal family, the nobility, 
dignitaries of the church, officers in the army and the navy, and 
members of the Academy were subscribers. From England there 
were subscriptions from the king, the Prince of Wales, the 
Archbishop of Canterbury, the heads of the universities, Garrick, 
Sir Horace Walpole, John Henderson. All sections of France 
were represented, as were Russia, Vienna, Parma, Liverpool, 
Edinburgh, Algiers, Denmark, Jamaica, Lisbon, Brussels, Dublin, 
Wales, North America, Venice, Amsterdam. 

Drama and dramatic theory pale in comparison with a living 
drama played as a result of this manifestation of Jubilee 
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enthusiasm. Voltaire's attacks on Shakespeare heretofore had 
been many and highly publicized. Yet his service to Shakespeare 
also had been noteworthy. He had made the plays known in 
France and had praised them as poetry, although by neoclassical 
standards in France he could not praise them as drama, for he 
could not perceive in Shakespeare any dramatic form. From the 
first announcement of the Jubilee, Voltaire's attitude is a contrast 
to the general feeling described above. He recognized it for 
what it was—an aggregate of all he held false and dangerous in 
attitudes toward drama. He had condemned it and had said he 
welcomed the scorn of those participating.3 And he never in any 
allusion to the Jubilee associated it with Garrick. He never 
spoke of Garrick as being in any way responsible for the affair, 
and from first to last there was no derogation of him. Rather, 
his praise of Garrick grew with his bitterness toward Shake
speare, for the greatness of the actor explained to him the 
all-but-inexplicable popularity of Shakespeare's plays in England. 
He gave Garrick's acting as the reason for Shakespeare's supposed 
greatness, ignoring the fact that the plays had been loved long 
before Garrick. The entire reading public of England knew that 
Garrick was responsible for the Jubilee, but Voltaire never 
connected him with it in any public statement. 

In England Voltaire's name had figured largely in Jubilee 
controversy, both sides claiming to be his sworn enemy. Satirists 
represented the event as an instrument in Voltaire's hands for 
the degradation of the Bard and his authorized critics, with 
Garrick and the Stratford bumpkins as puppets in his machina
tions. On the other hand, those who supported the Jubilee 
claimed it was to be a crushing blow to this archenemy of the 
poet, and that a figure representing Voltaire would be led in 
chains in the procession, and that he would be burnt in effigy 
in the street. I don't suppose that Garrick made any such plans; 
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if anyone did, the rain made the streets unfit for burning any
thing. The prefatory material in Garrick's Ode to Shakespeare 
was plainly antagonistic to Voltaire; at some date Garrick sent 
a copy of the ode to him. The undated letter that accompanied 
it is in his correspondence (I, 365). Boaden conjecturally dated 
the letter 1776, which would be the year Voltaire publicly drew 
Garrick over to his side of the controversy. The late Dr. David 
Little suggested to me that the letter and ode might have been 
sent in 1769, but he know of no reply, and Boaden prints none. 

Voltaire's friends in France felt at the time that a Voltaire 
jubilee would be the best form of consoling gesture, but the plan 
was dropped for lack of popular support. It was suggested that 
a column be raised in his honor, but that plan was abandoned 
for the same reason. In 1770, by popular subscription Pigalle 
was commissioned to make a statue of Voltaire—a commission 
carried out with difficulty because he was too restless to pose and 
a substitute sitter had to be found for the modeling of the body. 
There the matter rested until the Le Tourneur translation was 
announced, and it was brought home to Voltaire with a shock 
that France was giving official sanction to Jubilee idolatry. His 
attack on Le Tourneur was as ludicrous in some aspects as it 
was serious in its profound implications. Certainly his exagger
ated rage and grief, his violent terminology and epithets indicate 
that offended senile vanity may have been a factor in the case. 
His antics during the battle are justly famous.4 In justice to the 
lean old warrior, however, it should be said that he knew what 
he was fighting, and by every standard natural to him all was 
fair in that war. 

The dedicatory epistle to the king represented a challenge 
to Voltaire's tenets. It began with a general plea for recognition 
of foreign literature in France, especially that of Shakespeare, 
the writer who surpassed all other writers in penetration of the 
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depths of the human heart. Born of lowly parents in a barbarous 
age, he miraculously divined that Nature should be the only 
model for dramatic art. In the present day in France, a day of 
enlightened and impartial justice, Shakespeare should have from 
the French that glorious tribute to his genius that Corneille, 
Racine, and Moliere would have given him. The political 
teachings of the historical plays were commended to the notice 
of a liberal monarch. Far from apologizing for the scenes of 
low life, Le Tourneur held them up as a special beauty for 
the admiration of a King who loved and regarded all classes 
of people, and came down from his throne to have fellowship 
with laborers and artisians. 

The pages that follow the dedication systematically quote and 
refute Marmontel's criticisms of Shakespeare. The preliminary 
discourse of Marmontel's Chef-d'oeuvres dramatiques (1773) is 
cited with page references. One by one Le Tourneur lists the 
strictures, then bluntly begins, "La verite est. . . .  " Marmontel 
had said that the English as a nation lacked imagination, but it 
was Le Tourneur's opinion that imagination was, on the contrary, 
the dominant trait of English writing and of the people as 
a whole. 

Juhile de Shakespeare came next, the mulberry tree in the 
first sentence, its fall in the second, its symbolism in the third. 
The account is taken in part without acknowledgment from 
the rapturous report of Benjamin Victor in A History of the 
Theatres of London. Some of the songs appear: "Que la beaute 
se leve avec le soleil," and "Ici Shakespeare se promena, ici 
chanta Shakespeare." Quite unaware even five years after the 
event that any satire had assailed it, Le Tourneur ascribed the 
triumphant Drury Lane play The jubilee to Samuel Foote.5 He 
anticipated two possible objections to the Jubilee: excess of 
enthusiasm, and extravagance in the expenditure of government 
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funds (completely convinced that it was paid for by the national 
government). To the first he answered that Frenchmen here
tofore had had no translations good enough to make it possible 
for them to judge the merits that prompted such a demonstration 
—a double blow at Voltaire, who had made the translations 
and had told Frenchmen what the merits were; but Voltaire's 
name is never mentioned. To the second possible objection Le 
Tourneur answered that it was the duty of a government to 
encourage poetic genius; it was not profusion that France should 
fear, but the avarice and niggardliness which withheld due praise 
to the arts. 

Vie de Shakespeare, which followed, is based on the Jubilee 
biography from the London Magazine, an emotionalized version 
of Rowe, to which Le Tourneur added emphasis to such ideas 
as he wanted to underline—the lowly origin, the charm of rural 
life—and added philosophical comment. 

The summary of English criticism as interpreted by Le 
Tourneur was made into an even more effective polemical 
weapon. The method of presentation was masterly for his 
purpose. He claimed to be giving extracts from the prefaces of 
English editions, adding only the phrases needed for continuity. 
The names of Rowe, Pope, Warburton, Theobald, Hanmer, 
Johnson, and Sewell were mentioned. The quotations are not 
attributed to the various authors but are cleverly slanted and 
embedded in a background calculated to controvert the canons 
of French criticism. It is an interesting comment on English 
neoclassicism that so much material of this nature could be 
selected from the writers named, but actually it is difficult to 
identify many passages. Toward Aristotle he takes the point 
of view of the Jubilee oration—that he would have approved of 
Shakespeare. He defends the mingling of comedy and tragedy, 
genres ordinarily seen as incompatible in France, and proves 
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that the highest genius can combine the two by citing the mystic 
union of the spirits of comedy and tragedy as embodied in 
Garrick. 

Cette methode est sans doute contraire aux preceptes etablis 
par Aristote, a l'exemple constamment suivi par les anciens; 
mais vouloir condamner Shakespeare d'apres ces regies, c'est 
juger un Republicain sur les loix d'une Monarchic etrangere. 
Si ce grand homme etiot ne dans Athenes, & qu'il eut ose 
introduire sur la scene ces representations plus grandes, plus 
vaste que celles d'Euripide & de Sophocle, a la vue de ces 
imitations si fideles, si ressemblantes au spectacle du monde, 
est-il certain qu'Aristote n'eut encore voulu adopter d'autres 
principes, que ceux de Sophocle & d'Euripide? Et quand il se 
seroit egare jusqu' a meconnoitre ce genre nouveau, en seroit-il 
moins beau, moins conforme a. la nature? 

C'est par un veritable abus, que la critique s'est emparee de 
l'empire des Lettres, & qu'elle s'arroge le droit de subjuguer les 
opinions, de consacrer un genre, & de proscrire tel ou tel autre 
a son gre: c'est une superstition que de s'assujettir a cette 
chimerique autorite, & il est toujours permis d'appeller du 
tribunal du critique qui impose des loix, aux loix memes de la 
nature (I, xcvii-xcviii). 

The entire tendentious quality of the long preface is epito
mized in the fact that the word Romantique appeared here for 
the first time in the French language, with the author stressing 
the need in France for both the word and the concept.6 Voltaire 
called the book "son abominable grimoire," and it verily was 
black magic in the eyes of the man who had dedicated his life 
to the proposition that man was a rational creature, and freedom, 
toleration, justice, and culture must be founded on that proposi
tion. To make a case for toleration founded on irrational concepts 
did violence to his views of the laws that governed the nature of 
man, just as a case for sentimentality and realism in drama did 
violence to his views of the nature of dramatic convention. He 
was confronted with something new, an attitude toward Shake
speare he could only denounce as long as he lived. So long as it 
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was only the English nation which, as he thought, promulgated 
a movement nation-wide in approbation and iconoclastic in 
import, he merely derided it and deplored any French acceptance 
of its principles. But when it was evident that France was giving 
regal and philosophical approval to the sinister affair, his grief 
and indignation were boundless. Two names on the list of sub
scribers stabbed him to the heart. "M. Diderot, pour six Exem
plaires." His old friend so extravagantly treacherous! And on 
the first page the great name of his own patroness, "Sa Majeste 
I'lmperatrice de toutes les Russies." 

Exponent of free speech as he was, he attempted to have the 
volumes suppressed.7 His private letters, often made public in 
the periodicals, adopted the terms of total war. They spoke of 
treason, treachery, betrayal, international intrigue.8 D'Alembert 
was his chosen lieutenant in the war; he agreed to read before 
the Academy Voltaire's letter of protest. He insisted on deletion 
of some of the obscenity in the letter and Voltaire reluctantly 
acquiesced. He was loath to dilute the wine of his wrath, think
ing the situation should be presented in all its vileness so the 
youth of the country might be saved from the slough into which 
their elders had precipitated themselves. D'Alembert assured 
him that his own national pride was involved, and that he would 
rush into battle shouting "Vive Saint-Denis Voltaire et meure 
George-Shakespeare!" He read the letter to a great assembly on 
the Day of St. Louis. A few days later he wrote to Ferney in 
shocked surprise. Voltaire's letter had been placed under royal 
proscription as injurious to the cause of religion, and the Acad
emy had been made to feel the royal displeasure. 

It was testimony to Voltaire's power that Le Tourneur, 
although he answered Marmontel, did not once mention the 
name of Voltaire in open defiance. Further testimony of his 
strength is seen in the fact noted by M. Paul van Tieghem that 
no direct answer to Voltaire was made by the French. In a 
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nation of newly converted Shakespeare idolaters, not one crossed 
swords with him, whether from fear, indifference, respect, dis
dain, or ignorance. An indirect answer of sorts was made by 
Le Tourneur when he published a translation of Mrs. Elizabeth 
Montagu's Essay on the Genius and Writings of Shakespeare, 
which had not appeared in France until then, although Eschen
berg had brought it out in German translation in 1771 and 
Herder had summarized it is German in 1773. Baretti, well-
known Italian critic, published in French his Discours sur 
Shakespeare et sur M. Voltaire (1777), a retort that questioned 
Voltaire's knowledge of English. "Chevalier Rutledge," son of 
an Irish Jacobite to whom the Pretender had given a baronetcy, 
published an answer, respectful and courteous in contrast to 
Baretti's wit, but no French voice was raised. 

Mrs. Montagu, already committed to the cause against Vol
taire, added to her rather weak defense of Shakespeare published 
in 1769 two quips which were really more effective in France 
than her book. She was in France at the time of the furor. 
Voltaire's letter to D'Alembert of July 19, 1776, spoke of Shake
speare's writings as an enormous dung heap. Mrs. Montagu 
retorted with reference to the use Voltaire himself had made 
of Shakespeare in his own plays, that it was a dung heap that 
had fertilized an ungrateful earth—the French word carrying 
even more overtone of "unpromising, unfruitful" than the 
English. The jest became the insignia of her attacks on Voltaire. 
The single sentence was given as a summary of her criticism in 
the nineteenth century, and in little dramatic skits one was 
supposed to recognize her by that sentence without further 
identification. She attended the reading of the letter at the 
Academy. Suard, also present, asked if it distressed her. She 
answered publicly, "Not at all. I have never professed myself 
to be a friend to Monsieur de Voltaire." Her calm assumption 
of Voltaire's defeat delighted French bardolators and was quoted 
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in the salons as proof of Shakespeare's victory on the Day of 
St. Louis. 

The volumes of Le Tourneur's translations continued to 
appear, the subscription lists continued to grow. A second 
edition was brought out in 1777. Individual plays were trans
lated from his versions into other European languages. The 
books were popular until the time of the Napoleonic Wars, 
when all things English fell into disfavor, but were reissued in 
1821, and from 1827 on were very popular. Voltaire was van
quished in his fight for the Rational Man, and he fumed about 
the Jubilee even on his deathbed. Paris, in the meantime, on 
March 30, 1778, had given him a jubilee, crowning him and 
his statue with laurel. And in the meantime he had used the 
Jubilee of Shakespeare as a weapon as well as a target. Actors 
in France could not be buried in consecrated ground. Their dead 
bodies had even been disposed of in the common sewer. In 
1730, when the lovely Adrienne Lecouvreur was buried secretly 
and at night in wasteland with no stone to mark the grave, 
Voltaire had begun a long, unselfish fight for decency and 
justice. The Shakespeare Jubilee gave him his greatest example 
of how England honored two actors. It was not senile vanity 
alone that prompted him to oppose idolatry, while at the same 
time he fought for rational justice. 

Certain developments in France show parallels with English 
reaction to the Jubilee. The amateur presentation and criticism 
of Shakespeare in England had a reflection in a rising French 
vogue for private theatricals. The director of the Academy 
adapted Romeo and ]uliet for presentation in the salon. He 
left out the comic elements but compensated for the loss by 
giving the play a happy ending. The Chateau de Chevrette 
among others was lavishly equipped for amateur theatricals to 
suit the new mode, and the mistress of the chateau, the Marquise 
de Gleon, studied Shakespearean acting under Garrick's tutelage 
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by correspondence and played in adaptations made by Suard. 
On the professional stage Jean Frangois Ducis displayed in 1769 
his adaptation of Hamlet, the first of many Shakespearean 
adaptations from his pen. His great love of Shakespeare was 
not based on a perfect understanding of the elements an English 
reader values. He knew no English at all, but felt that the 
outstanding traits to be preserved in adaptation were three: the 
pathetic, the somber, and the same interpretation of good cheer 
that led the Chevalier de Chastellux to save Romeo and Juliet. 
To make Ophelia more pathetic, he gives her to Claudius as a 
daughter, so that Hamlet, like the Cid, kills his sweetheart's 
father in avenging his own. Events are reported rather than 
represented on stage, but many horrors are added to the mes
senger's reports to increase the somber element. The ghost is 
both visible and audible on stage, and extremely audible off 
stage. Gertrude has a confidant named Elvire. The low charac
ters are omitted and the unities are observed. Hamlet catches 
the conscience of the king with a narrative, not with a play. 
Polonius is kept in the cast as Claudius' confidant, and Claudius 
in his confiding shows himself more open and more naive than 
we had thought him. He and Polonius sound like the intriguers 
in Sheridan's heroic drama in The Critic. But Hamlet happily 
survives to reign in Denmark and to comment on the recent 
unpleasantness in moving lines addresed to Ophelia, who also 
survives. 

Professional adaptations were made by Baculard d'Arnaud, 
Douin, Butine, and Collot d'Herbois, and within French drama 
the borrowing of incidents made Shakespeare almost as rich a 
source as Moliere was for English comedy. The importance of 
the Shakespeare adaptations in France lay not in their literary 
merit but in their office in establishing a middle ground between 
comedy and tragedy. These genres were losing the clear line of 
demarcation. In 1769 a play was first called a drome in France, 
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a word that is as significant in its implications as the introduction 
of the word Romantique. Garrick's portrait had been painted in 
France with a blue, tragic Garrick symbolically merging with a 
red, comic Garrick. The very inability of Ducis and the other 
adaptors to comprehend the nature of Shakespearean tragedy, to 
feel as we do the inevitable leading of the total action toward 
death, entered into the change. "Nature"—with strong overtones 
of Rousseau—was absorbing old stage conventions. Every type 
of human being was now becoming appropriate for dramatic 
presentation and for critical study. 

Before this merger, class lines had been firmly drawn. 
Comedy, tragedy, and the rising bourgeois drama were clearly 
divided. Playwrights were committed to one or another. Actors 
were typed in one group or another. Tragedy was played by 
Mile Dumesnil, Mile Clairon, Mile Gaussin, Le Kain, and 
Brizard. Mile Dangeville and Preville played comedy. Mole 
starred in the plays of Diderot, Saurin, and de Falbaire, a type 
of play considered beneath the dignity of tragedians and foreign 
to the gifts of comedians. Some good actors, like Grandval and 
Bellecourt, could play roles d mantcau in any play, courtiers, 
princes, or financiers, but even these sedate roles were played 
differently in the different types of drama. In view of the rigidity 
of class lines, one could adduce no better proof that France 
regarded Shakespeare as a meeting place of the tragic, the comic, 
and the sentimental than the fact that, from 1769 on, Le Kain, 
Preville, and Mole appeared in the same casts of Shakespeare's 
plays. 

The large trends of the reporting of the Jubilee in the French 
press have been outlined. The influence of the French periodi
cals was international, and Europe felt the impact of the Jubilee 
largely through that medium. M. Paul van Tieghem has 
recorded various evidences of that impact in other countries. In 
Italy, Holland, Sweden, Russia, Denmark, and Spain there 
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were accounts of the Jubilee, productions on the stage of Shake
speare's plays, translations, critical essays, and discussions of 
literary theory with reference to Shakespeare.9 Most of the 
translations were made from the French of Ducis or Le Tour
neur; the scattered reactions came as a result of the cultural 
centrality of France, and they emphasize the importance of the 
bardolatry of France. But France was not all-powerful. 

Rebellion was brewing in Germany against French domina
tion. News of the Jubilee there gave pretext for open revolt. 
Some basis for mutiny had already been provided by Lessing's 
aesthetic theories, Gerstenberg's letters on literature, and—unin
tentionally—by Wieland's translation of Shakespeare.10 In the 
Alsatian city of Strasbourg, where French and German influ
ences met in sharp contrast, news of the Stratford Jubilee gave 
force to a movement tangential to French cultural centrality. 
The writings on Shakespeare connected with the Jubilee cele
brations in Germany form a composite manifesto of the move
ment later to be called Sturm und Drang. 

Johann Gottfried Herder came to Strasbourg in September, 
1770, at the age of twenty-five. His precocious professional 
success and his scholarly attainments drew to him a group of 
young intellectuals connected with the university. Like satellites 
they revolved around him at varying distances, the nearest orbit 
being that of Goethe, a law student aged twenty-one. Other 
members of the group were students of theology or philosophy, 
but Herder's interests charted for them a variety of extra
curricular studies: Gothic architecture, Shaftesbury, Lessing, 
Diderot, Ossian, Kant, Swift, Young, Hume, Locke, George 
Lillo, Rousseau, the Knittelvers of Hans Sachs, German folk 
song, theories of language and of national education, primitive 
religion, even magic. Shakespeare was their idol, subject of 
their most serious study and companion of their recreation. 
They translated scenes, they modeled their smart university
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student conversation on the quips and puns of Toby Belch 
and Malvolio. Shakespeare, as they interpreted him, strangely 
aligned all their diverse interests. 

Accounts of the Jubilee had come to them first through 
France. "Fete de Shakespeare" from the Mercure de France of 
December, 1769 (pp. 180-186), was copied in eight pages of 
manuscript and bound into Goethe's copy of Wieland's trans
lation of Shakespeare. Members of the group refer familiarly 
to material not found in French periodicals, and refer to it in 
English, so it is apparent that they read English periodicals also. 
Ernst Beutler finds an echo of Garrick's morning serenade in an 
early poem by Goethe to Friederike Brion: 

Erwache, Friederike, 
Vertreib die Nacht, 
Die einer deiner Blicke 
Zum Tage macht.11 

Like the French, they overlooked any evidence of English 
disapproval of the Jubilee and unanimously regarded it as a 
dramatization of their own ideals; but their interpretation of its 
significance is removed from the French interpretations by the 
distance between Sturm und Drang ideals and the principles 
then current in France. For the German idolators, the Jubilee 
was a true folk movement with emphasis on medieval pageantry, 
honoring a primitive poet in a primitive setting, yet operating 
within the framework of the theater, that great institution they 
hoped to see used for the inculcation of national ideals. Prompted 
by Goethe, they felt they could do no less than emulate an 
event corresponding so closely to their ideals for Germany. 

In August, 1771, Goethe returned to his father's home in 
Frankfurt. At his urging, two festivals were held simultaneously 
on October 14, the Protestant name day for "William." Goethe 
presided and gave the oration at Frankfurt. The actor Friedrich 
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Rudolph Salzmann presided under his direction at Strasbourg. 
Franz Christian Lerse, then a student of theology at the univer
sity, gave the oration at Strasbourg. The gay mood of the prepa
rations can be seen in Goethe's letters to Herder urging him to 
join the fine crowd that would gather to honor the Warwick
shirer with great pomp. The first toast would be to "The Will 
of all Wills," the second to Herder. Goethe's sister added her 
greetings.12 Herder did not accept the invitation, and his letters 
in reply are not preserved. Goethe omitted from his autobio
graphical writings any mention of the Frankfurt Jubilee; possibly 
at a later date he was not proud of his Sturm und Drang oration. 
Neither it nor Lerse's oration was published during their life
times, but both survived in manuscript, Goethe's in a manuscript 
which by its appearance caused Max Morris' conjecture that it 
had been sent as a round-robin letter to any of the Strasbourg 
group that were absent from the celebrations. A letter from 
Goethe to Johann Gottfried Roderer seems to indicate that the 
oration was known and praised by the Strasbourg group.13 

Lerse's oration was found among Roderer's literary remains and 
is printed in part with the omitted sections summarized in 
August Stober's book /. G. Roderer von Strassburg und seine 
Freunde (Colmar, 1874). 

In addition to these records there is a line of Latin in the 
daybook of Goethe's father concerning expenditures. 

Dies Onomasticus Schacksp. fl. 6. 24 . .  . 
Musica in die onom. Schacksp. 3 fl. 

This notation helps to define Goethe's phrase "mit grosem 
Pomp," but it raises more questions than it answers. The 
Imperial Rath of Frankfurt regarded the unrhymed verse of 
Klopstock as a vulgar innovation, and presumably would have 
sided with his admired Voltaire on the subject of Jubilees for 
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the "drunken barbarian." By some means—possibly Meine 
Schwester did the trick—his co-operation was secured. Either 
insensitive to the Zeitgeist or in resignation to it, neoclassical 
conservatism paid the bills for the first Shakespeare festival ever 
held on German soil. One could wish to have seen Garrick at 
Stratford reduce friends and enemies to maudlin unintelligibility 
with his oration and ode in one of the greatest performances of 
his life. The vision of Goethe on the evening of Shakespeare 
Day equally fires the imagination. Genius paid tribute to genius 
in the brightly lit rooms on the first floor of the Goethe home. 
With music and dancing, with toasts and festive garments, the 
Great Pagan hailed Shakespeare as the Great Pagan and in 
impassioned words acknowledged him master. 

Along with the orations known to have been delivered at the 
two celebrations, two other writings of dubious Jubilee associa
tion should be considered, for the connection by internal evi
dence is obvious. Herder's Briefe an Gerstenberg is the first of 
three extant drafts of his essay on Shakespeare, the third of 
which was published in Von Deutsche Art und Kunst in May, 
1773. The first draft was written before Goethe left Strasbourg. 
Twice in his letters he asked Herder to send it to Frankfurt to 
be read as part of "our liturgy" for the celebration, but it is not 
known that he did so.14 The Anmerkungen ubers Theater of 
J. M. R. Lenz was begun about September, 1771, but it is 
impossible to ascertain in what form it existed on October 14 of 
that year, despite brilliant conjectural analysis by Theodor Fried-
rich and later by M. N. Rozanov.15 It may be that neither of 
these works was read at the celebrations, but both may have 
been. For the purpose of generalization the four writings may 
be considered together, with more detailed study of the two 
orations known to have been Festreden zum Schakesp ear stag. 

General similarities of style are at once apparent. The reader 
is constantly aware of the tone of intimate speech addressed to 
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a small discerning group in a crass and tasteless age; but for the 
speakers there is an air of hope that the group may serve as 
leaven for the lump. It is their accepted duty to reinterpret 
Shakespeare, whom all praise but few understand, for social 
and political reasons as well as for artistic ends. The style is 
what they considered bardic. It is exclamatory, full of sudden 
ejaculations—"Ha!" "Freiheit!" "Natur!"—inserted apparently at 
random. The verbal structure is prominent and many verbs have 
intensive prefixes. The syntax manifests deliberate revolt against 
Lessing's almost tabular clarity; in Lerse this is least apparent, 
more in Herder, with Goethe exaggerating Herder, and Lenz, 
who was called "Goethe's ape," exaggerating Goethe's bardic 
style into complete incomprehensibility at times. Garrick's bardic 
ecstasy seems, on paper at least, very neat and orderly by com
parison. But disorder was considered appropriate to the spirit 
of the day. Goethe spoke with youthful abandon: "Do not 
expect me to write much or write in orderly fashion; peace of 
the soul is no proper dress for a feast day."16 

They unite in wholehearted idolatry for the great primitive 
genius, whose name is linked with Ossian and Homer, the other 
two great primitives. The historical plays and their social mes
sage are emphasized. Lenz, in a striking passage, describes 
Shakespeare as an almost Christlike figure unwinding the grave-
clothes from the noble dead, breathing his spirit into their 
mummified bodies and bidding the heroes of history arise in 
transfigured beauty to bless the eyes that behold them.17 Shake
speare's Germanic genius is set in opposition to the spirit of 
France. Unser Shakespeare here made his debut, claimed as 
their own, allied with medieval Germany and Greek simplicity 
against all Frenchified folk and spoilt Germans, sogar Wieland. 
Goethe's spelling of the name Schakespear and even his father's 
abbreviation Schacksp. lay claim to a German genius. Aristotle 
is attacked with varying violence. Voltaire is roundly accused 
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of both plagiarizing and debasing Shakespeare. Drama is ele
vated above epic and lyric in the hierarchy of the genres 
(although Lenz confuses the issue by insisting that Dante be 
classified as a dramatist) because drama is best suited for the 
promulgation of social and political ideals. 

The obvious literary sources of Goethe and Lerse present a 
segment of the reading list of the Strasbourg group: Wieland's 
translation of Pope's preface to his edition of Shakespeare (which 
included Rowe's biography), the biographies of Garrick and 
Shakespeare published for the Jubilee, Shaftesbury, Mandeville's 
Fable of the Bees, Young's paradox of the imitation of the 
ancients, Lessing, Greek legend, and predominantly Herder 
himself. The influence of the Jubilee oration is pervasive. 

Both Goethe and Lerse condemn their own age, but with 
characteristic contrasts. Lerse, drawing on the biographical 
material mentioned, converts his description of Shakespeare's 
idyllic times into a scathing condemnation of contemporary 
Germany, in its very social structure inimical to poetry. The 
social and political well-being of a country, he says, is tested by 
its poetry and its criticism. He suggests no positive program for 
the group, but implies that there was hope in the purified and 
unbiased taste of the small group he was addressing. Despairing 
of middle-class stupidity and optimism, Lerse pins his hope on 
the sensitive, imaginative, complex intellectual, and at the same 
time on a paradoxical demand for a return to the simple, sturdy 
folk ways and folk poetry inspired by Shakespeare, simple 
scholar of Nature only as he was. 

Goethe condemns his day also, but includes himself in the 
condemnation. This is less a social document, more a personal 
testimony. He expresses his criticism of Shakespeare in terms 
of his own reaction to his first reading of a play. "I stood as one 
born blind to whom a miraculous hand had given instantaneous 
sight." Then for the first time he knew his own potentialities, 
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for the first time realized he "had hands and feet." Before the 
creativity of Shakespeare he was ashamed of his own "soap
bubble characters," and of living in an age that made artistic 
creation all but impossible. 

At Stratford Garrick's key word had been Nature. The same 
word in Goethe is far from any definition of nature consciously 
intended by Garrick. It has been said that Garrick did not 
understand the oration when he spoke it. He may have been 
playing with fire when he bowed gracefully to those who saw 
his mystical kinship with Shakespeare proved by the ability 
possessed by them alone to excel both in comedy and in tragedy,18 

but he did not entertain any idea that this aptitude resolved or 
even commented on the paradox of man, a creature of free will, 
and man, a creature acting under necessity. Goethe's literary 
influences are complex, but the Rede stands closer to Faust than 
to any of its "sources."19 

An account of the Jubilee in England is incomplete without 
its aftermath in the theaters and a consideration of total effects 
of the popularizing of the ideas implicit in the event. So in 
Germany the account should include reference to books that gave 
news in Germany of this aftermath. England und Italien, the 
influential book by Johann Wilhelm von Archenholz, has been 
discussed in the account of the theaters. His story of twenty-
eight trips to Drury Lane to see The Jubilee gave Europe a 
popular version of Jubilee idolatry in its most concentrated and 
dramatic form. Georg Lichtenberg left a vivid description of 
Garrick's acting; in his letters, widely read in the Deutsches 
Museum, he told of his pilgrimage to Stratford. He was amazed 
to see the idolatry of Shakespeare at all levels of the populace 
with which he came in contact, even all ages, for the children, 
he said, learned "To be or not to be" before they learned their 
ABC or the Creed. The use made of Shakespeare in Parlia
mentary debate impressed him. He constantly linked the names 
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of Garrick and Shakespeare in praise, drawing an analogy that 
might strike a foreigner more forcibly than a citizen of London 
who takes his city for granted. Both, he said, had gone to school 
to that great city, had learned from London herself of beauty 
and wonder and hope and fear.20 Another popular German 
account of bardolatry in England was written by Karl Philip 
Moritz; "Pastor" Moritz also made the Stratford pilgrimage.21 

These popular writers seized upon the dramatized metaphor 
of the poet as creator. Simply as a metaphor it had been used 
in Germany as it had been used in England. Lessing had applied 
the term to a process of rational selectivity similar to Shaftes
bury's usage.22 Gerstenberg spoke of Shakespeare's "world," but 
he was comparing the poet to no higher being than the painter 
Raphael.23 I do not find the metaphor in the writings of Herder 
before the Briefe an Gerstenberg. For him, the analogue became 
the controlling metaphor of his critical writings. By it Friedrich 
Gundolph characterizes his criticism of Shakespeare.24 By it 
Alexander Gillies interprets not only his criticism but his 
philosophy of history also. "Shakespeare led Herder to history," 
Gillies says, and Herder, once having convinced himself that all 
Shakespeare's plays were history (the thesis of the Briefe), 
convinced himself in his Ideen that the equation was reversible. 
"Just as Shakespeare was a kind of miniature creator, so God 
could be looked upon as a kind of superdramatist and the world 
as a stage."25 Herder did not wait until the Ideen to give an 
inkling of that reversal of the metaphor. In the first draft of 
the essay on Shakespeare, which may have been part of the 
Jubilee "liturgy," he wrote: 

Shakespeare, son of nature, intimate of deity, interpreter of all 
tongues and passions and characters, controller and manipulator 
of the threads of all events that can touch the human heart— 
what do I see when I read you! No theater, no stage set, no 
actor, imitation has vanished: I see a world, men, passions, 
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truth! I, who have never in my life seen Garrick play; I see in 
Lear and Macbeth, Hamlet and Richard themselves, no imitator, 
no declaimer, no mere artist! Even down to the meanest of your 
creations all are whole, individual beings, every one taking part, 
working together, acting from his character and his page in 
history; every one as if for his own end and aim, and only 
through the creative power of the poet as ends are at the same 
time means; as aims are at the same time the collaborators of 
the whole! So, perhaps, in the course of the great world a higher 
unseen Being plays with a lower class of its creatures: all run 
their course to their end and produce and work; and lo! unwit
tingly they become thereby just a blind tool for a higher plan, 
and the Whole of an unseen Poet!26 

Herder in 1771 was master and his disciples followed him, 
Goethe by linking the metaphor with the myth of Prometheus 
as Shaftesbury had done but with a meaning other than Shaftes
bury's, Lenz by using the metaphor for refuting Aristotle's theory 
on the source of poetry in a passage that shows similarity to the 
twentieth-century aesthetic theory of Einfilhlung.21 Carlyle and 
Coleridge, looking for inspiration to Germany, where the idea 
had spread from Herder's influence, brought back to English 
critical statement the concept of the elevation of the poet to 
the level of creative divinity. Garrick's Jubilee oration, whatever 
he intended it to mean, played into the hands of Sturm und 
Drang vitalism, and gave substance to the vision of the poet as 
creator, prophet, and national idol. In France the Jubilee fused 
with revolutionary ideas and stirred up total war between the 
old and the new. But on British soil the compromise was peace
ably effected with concessions on both sides. 

In contrast to Walter Jackson Bate's study of the change 
From Classic to Romantic, my study deals with much that is 
nearer festival than philosophy, moving from Garrick in holiday 
mood to Goethe in similar mood, even Voltaire's letters having 
a strong flavor of schoolboy game, serious as they are. Whenever 
the philosophers of the period lapse into vagueness, it is Professor 
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Bate's special gift that his sympathies and his power of analysis 
are such that he can understand and clarify their utterances.
well could have used that gift, and an ear attuned like his to 
the true meaning of words, in my effort to draw a clear outline 
from the helter-skelter writings of anonymous correspondents 
with a typical determination to use the language as they jolly 
well please. For it does seem to me that "The Romantic Compro
mise in England" as he has heard it, can be heard when a multi
tude of voices spoke to the basic issues. "Nothing is beautiful in 
itself" is the decree of extreme subjectivism; but this was modi
fied by common acknowledgment of Shakespeare's intrinsic 
beauty. The extremes of mere emotionalism were modified by 
the disciplines of explication and the study of literary history. 
In the daily press is manifested that characteristic British thought 
which "is especially the product of individuals rather than the 
collective architectural achievement of a movement or an age," 
and the "enviable capacity to reconcile apparently inconsistent 
elements."28 Just after the Jubilee was announced, the Public 
Advertiser printed a letter from someone who signed himself 
"A. Z." He wrote to caution the public against going to extremes 
at Stratford. Earnestly and with unconscious paradox, he begged 
for "moderation in idolatry." And England, who has effected so 
many compromises, effected that one also. 

1. Frank A. Hedgcock, David Garrick and His French Friends (1911), 
pp. 153-237, gives a detailed account of this visit. 

2. Jean Frangois Ducis, Oeuvres posthumes precedees d'une notice sur sa 
vie et ses ecrits, par M. Campenon (1826), p. lxvii. 

3. A letter printed in the London Chronicle (XXVI, 482) tells of dinner 
with Voltaire that summer, at which time he said he was no more insulted 
by being burnt in effigy at Stratford than by being "damned by a Consistory 
of Cardinals." The letter seems to be genuine. 

4. See: J. J. Jusserand, Shakespeare en France sous YAncien regime 
(1898), pp. 285-317; T. L. Lounsbury, Shakespeare and Voltaire (1902), 
pp. 330-97, et passim; C. M. Haines, Shakespeare in France: Criticism (1925), 
pp. 55-71; Paul van Tieghem, Le Preromantisme, III (1947), 249-87. 

5. The satirists, however, were not unaware of Le Tourneur. George 
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Steevens in his notes to his edition of 1778, and William Kenrick in London 
Review (IV, 516-22) correct his misrepresentation of England's attitude. 

6. Shakespeare traduit de Vanglois, I (1776), cxxii. 
7. See Lounsbury, pp. 385-88, for an account of the attempt. 
8. Voltaire, Oeuvres Completes (52 vols.; 1877-85), L, 58, 64, 83, et 

passim. 
9. Van Tieghem, III, 153, 196-98. 
10. Friedrich Gundolf, Shakespeare und der deutsche Geist (1947), pp. 

155-64, discusses Wieland's part in providing a foundation for the Shake
spearomanie and its intense nationalism. 

11. Ernst Beutler, Goethes Rede Zum Schdkespears Tag (1938), p. 16. 
"Es ist nicht nur die gleiche, fur die Literatur jener Zeit noch ungewohnliche, 
romantische Situation der Morgenserenade, sondem die erste, dritte und vierte 
Zeile zeigen auch einen Parallelismus des Gedankens und der Bilder, der sich 
nicht iibersehen lasst: Let beauty with the sun arise; / To Shakespeare tribute 
pay; / With heav'nly smiles and speaking eyes, / Give grace and luster to 
the day." 

12. Der junge Goethe, ed. Max Morris (6 vols.; 1909-12), II, 111, 115, 
13. The date of the letter, however, is in doubt. Michael Bernays dated 

it September 21, 177(2); August Stober dated it September 22, 1772; Morris 
dated it without indication of doubt September 21, 1771, as did Beutler. 

14. See Franz Zinkernagel, Herders Shakespeare-Aufsatz in dreifacher 
Gestalt (1912), p. 2; and Hertha Isaacson, Der junge Herder und Shakespeare 
(1930), p. 22. 

15. Theodor Friedrich, Die "Anmerkungen iihers Theater" des Dichters 
J. M. R. Lenz (1908), pp. 14-18, et passim; M. N. Rozanov, Jakob M. R. 
Lenz (1909), trans. Russian into German by C. von Giitschow. 

16. The oration is printed in Beutler, and in Der junge Goethe, II. 
"Erwarten Sie nicht, das ich viel und ordentlich schreibe; Ruhe der Seele ist 
kein Festtagskleid" (II, 137). 

17. J. M. R. Lenz, Gesammelte Schriften, ed. Franz Blei (5 vols.; 1909), 
I, 253. 

18. Paul Hiffernan in Dramatic Genius (1770), an extravagant Jubilee 
eulogy, found the common root in comedy and tragedy (as seen in Garrick 
and Shakespeare) in the most universal of human traits—pride; pleasure arises 
from pride that we have escaped the embarrassments of the comic situation and 
the disaster of the tragic. 

19. Beutler (pp. 3-4) writes: "Zum ersten Mai wieder ist die Welt, der 
hier ein Dichter ins Auge schaut—auf das Schicksal des einzelnen gesehen—, 
heillos. Es ist kein personenhafter Gott in dieser Welt und keine Hilfe von 
oben. Zum ersten Mai wird die ausweglose Tragik der menschlichen Existenz 
erkannt und formuliert, wenn von Shakespeares Stiicken gesagt wird: 'Seine 
Plane sind nach dem gemeinen Stil zu reden keine Plane, aber seine Stiicke 
drehen sich alle um den geheimen Punkt, den noch kein Philosoph gesehen 
und bestimmt hat, in dem das Eigentumliche unseres Ichs, die pratendierte 
Freiheit unseres Wollens, mit dem notwendigen Gang des Ganzen zusammen
stosst.' . . . Ein Weltbild wird von Goethe entrollt, in dem der Mensch nicht 
mehr Mittelpunkt der Schopfung, sondern ihr Opfer ist, das in seinem durch 
keine Gottheit abwendbaren Schicksal Grosse zu zeigen hat. . . . Und dieses 

240 



Reactions in Europe 

neue Weltbild wird geruhmt als Natur . . . und sie ist keinesfalls das Rous
seausche Stichwort, das in erlosendem Gegensatz zur Zivilisation steht. . . . 
Von Strassburg kehrte er heim, durchdrungen von einem neuen Kraft- und 
Weltgefiihl, und eine Feier und Rede verkiindete den Anbruch einer neuen 
Morgenrote." 

20. Lichtenbergs Briefe, ed. Leitzmann and Schuddekopf (3 vols.; Leipzig, 
1901), I, 240; G. C. Lichtenberg, Satiren, Vragmente, Briefe, ed. Hertzog (2 
vols.; Jena, 1907), II, 72-135. 

21. Karl Philip Moritz, Travels through Several Parts of England in 1782 
(1924), pp. 161-72. Reprinting of the English translation of 1795. 

22. Gotthold Ephraim Lessing, Hatnburgische Dramaturgie, ed. Jules 
Petersen (n.d.), Stiicke 34, 153. 

23. Hermann Gerstenbergs vermischte Schriften (3 vols.; 1816), III, 269. 
Other uses of the analogue: Johann Georg Sulzer, Allgemeine Theorie der 
Schonen Kiinste (2 vols.; 1771), I, 246-50; Baumgarten, Reflections on Poetry 
(1735), ed. and trans. Karl Aschenbrenner and William B. Holther (1954), 
p. 55. Sulzer uses Shaftesbury's phrase in a definition of Dichter. Baumgarten 
uses the term heterocosmic to describe a "possible fiction," as opposed to an 
"impossible fiction," which he terms Utopian. 

24. Gundolf, p. 286. 
25. Alexander Gillies, Herder (1945), p. 57. 
26. Zinkemagel, p. 9. My translation. 
27. The statement is scattered, but there is a concentration of ideas, pp. 

226-28. Aristotle understood only one of the two sources of poetry. In all 
art, the artist and the thing observed in nature will interpenetrate one another; 
within the artist's soul, the sensual concepts received by this process must be 
simplified and brought under control of the poet's master concepts, else they 
will wander aimlessly and dangerously, as Bunyan described the confused soul 
of man in The Holy War. When this process is instantaneous, comprehensive, 
intuitive, we call it "genius," and thus far Aristotle understood art. This is 
"imitation of nature." Voltaire and Rousseau have this form of art. But if 
art stops at this level, the artist has only his personality for subject matter 
(because, I judge, the domination by master concepts has converted sense 
impressions into himself in the process of interpenetration). Man's soul, like 
his body, must work successively; but man has a deep desire to act and 
comprehend instantaneously rather than successively. Shakespeare could do 
this, and the result was not imitation but the creation of another world which 
was not product of his personality, but existed apart from it. Lenz, then, 
postulates three categories of poets: the laborious organizer of the observed 
world, the "genius," and the creator, whose work cannot properly be called 
imitation of nature. Georg Biichner, in his story "Lenz," taken in part from 
Oberlin's diary of Lenz's stay in his home, attributes to Lenz a more fully 
developed idea of the Einfiihlung, an interesting analogue to the Anmer
kungen. Biichners Gesammelte Werke, ed. Carl Seelig (Zurich, 1944). See 
especially pp. 172-74. 

28. Walter Jackson Bate, From Classic to Romantic (1946), pp. 191, 190. 
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APPENDIX A


A List of Some Persons Who Attended the Jubilee 

Associated with the Theater 

David Garrick, his wife, his servant Charles 
George Garrick, business manager 
David Ross, manager of the theater at Edinburgh, his wife and 

daughter 
James Lacy, copatentee with Garrick of Drury Lane 
George Colman, manager of the theater in Covent Garden 
John Lee, manager of the theater at Bath 
James Messink, stage manager at Drury Lane 
Samuel Foote, manager of the theater in the Haymarket 
Francis Gentleman 
Arthur Murphy 
William Kenrick 
Charles Macklin 
Mr. and Mrs. Hugh Kelly 
Kitty Clive 
Mr. and Mrs. Yates 
Mr. and Mrs. Tom King 
John Moody 
William Havard 
W. "Gentleman" Smith 
Mr. and Mrs. James Love 
Henry Woodward 
Ellis Ackman 
John Hartrey 
Richard Hurst 
Signor Grimaldi, who walked Falstaff, a great clown and father of a 

greater one 
Mr. and Mrs. Baddeley. Mr. Baddeley left in his will a sum of 
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money for a Twelth-Night cake still eaten every year by the actors 
at Drury Lane. 

Benjamin Victor, stage historian 
French, in charge of stage lighting at Drury Lane, and 
Porter, his assistant, scene designer for Sadler's Wells 
Johnson, box-keeper at Drury Lane 
Benjamin Wilson, general artistic director of the Jubilee 
Inigo Richards, and 
Dahl (sometimes spelled Dall), scene designers at Covent Garden 
Domenico Angelo, in charge of fireworks, his wife and son Henry, 

and 
Clitherow, pyrotechnist at Ranelagh, his assistant 

The Musicians 

Dr. Thomas Arne, composer and conductor 
Isaac Bickerstaffe, librettist 
The soloists: Vernon, Brown, Champness, Mrs. Radley, Miss Weller, 

Mrs. Weston, Mrs. Barthelemon, Mrs. Baddeley 
Frangois Hippolyte Barthelemon, composer 
Samuel Arnold, composer at Covent Garden 
Ailmon, free-lance composer 
Charles Dibdin, composer 
Jerningham, writer of lyrics 
Richards, conductor at Drury Lane, and his orchestra 

One account said there were 145 actors present. Probably the 
figure included musicians, and such theatrical figures as Colman, 
manager of Covent Garden. I am under the impression that all stage 
people mentioned so far walked, or were to nave walked, in the 
procession of Shakespearean characters. 

Others Present on Juhilee Business 

Thomas Becket, bookseller 
Latimore, architect 
Boar, architect 
Jackson, costumer 
Westwood of Birmingham, who struck the medals 
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Gill of Bath, chief 
"Musidorus," correspondent for the Public Advertiser and the Lon

don Chronicle; possibly Richard Baldridge of the Advertiser, who 
was present 

For the horse race: Pompillion (or Papillon), bay colt; the owner, 
Mr. Fettiplace; the jockey, Edward Freeman; Lofty, gray colt; 
the owner, Mr. Watson; the jockey, John Rider; Marlin, bay colt; 
the owner, the Hon. Mr. King; the jockey, Thomas Camel; 
Scholes, chestnut colt; the owner, Lord Grosvenor (jockey not 
named); Whirligig, brown colt, owned and ridden to victory by 
John Pratt, groom 

Stratford People and Neighbors Often Mentioned in the Accounts 

Samuel Jarvis, mayor during Jubilee planning 
John Meachum, mayor during preparations and during the Jubilee 
Nathanael Cooke, elected mayor the opening morning of the Jubilee, 

to take office according to custom on the first Tuesday in October 
William Hunt, town clerk 
Other burgesses: Lees, Lord, Halford, Allen, Evetts, Nut, Stevens, 

Gardner, Ingram, Boyles, Bolton, Hitchcocks, Wheler, Eaves 
The Hart family 
The Reverend Joseph Greene 
John Payton, host at the White Lion 
Francis Wheler, his daughter, and her aunt Miss Smith 
Thomas Sharp 
John Ange, who felled the tree 
George Willes 
Ashton Smith 
John Jordan 
J. Keating, bookseller 
Shank, the lad who was his assistant 
Fulk Weale, job printer 
Dionysus Bradley 
John Huckell, who assisted Garrick in writing the Ode to Shake

speare 
Mrs. Hatton, who lived next door to the ravaged New Place at Hall's 

Croft 
The Whitmores 
James West, who "received many men of rank and genius" as 

Jubilee guests at his home Alscott Park 
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Visitors 

The Duke of Dorset, High Steward of the borough, and his 
entourage 

The Duke of Manchester 
Lord and Lady Pembroke 
Lord and Lady Spencer 
Lord and Lady Denbigh 
Lord and Lady North 
Lord and Lady Shrewsbury 
Lord and Lady Pigot 
Lord and Lady Northampton 
Lord and Lady Hertford, with his brother 
General Conway 
George Selwyn, and Miss West 
Lord and Lady Archer 
Lord and Lady Beauchamp 
Lord and Lady Craven 
Lord and Lady Carlisle 
Lord and Lady Plymouth 
Lord and Lady Grosvenor 
Lord Greville 
Lady Moslyn 
Lord Cautherley 
Sir Francis Skipworth 
Sir Robert Ladbrooke and his two daughters 
Sir Watkin Williams Wynne 
The Hon. Mr. Charles Fox 
James Boswell 
John Hoole, translator and dramatist 
Admiral Rodney 
Joseph Cradock, his wife, and her sister Miss Stratford 
Robert Baldwin, London publisher 
Robert Baldridge 
Crew, Member of Parliament from Chester, and 
Payne, Member from Shaftesbury, with their wives, two famous 

beauties 
Mrs. Bouverie, another reigning beauty of the day 
Mrs. Elizabeth Carter, translator 
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Mrs. Macauley, historian, politician, at that time suspected of being 
author of the Junius letters 

The Reverend John Fullerton, Wilts 
The Reverend Richard Jago, Snitterfield 
Mr. Charles Oakes 
Mr. Ned Dickinson 
Mr. Lucas of Oxford 
Mr. Hazard of Oxford 
Mr. Shelden 
Miss Guise 
Miss Winsor 
Miss Fisher 
Mr. Dagge, a solicitor 
The two Mr. Swintons of Scotland 
Matthew Bolton of the Soho 
Dr. Berkeley of Scotland 
Mr. Baillie of Lichfield 
Captain Johnson "of an India man" 
Lieutenant Vyse of Sir Joseph Yorke's Dragoons, son of a Lichfield 

clergyman 
Captain Shelton of Lord Benney's 38th Regiment of foot, and his 

beautiful Irish wife 
Captain Edward Thompson of the Navy, author 
George Saville Carey, author 
Mr. Cook, clergyman of Powick in Worchester 
Mr. Franks, "younger brother of the King's upholsterer" 
Mr. Richardson, a painter 
James Henry Castle, who died of a chill caught at the Jubilee 
A Mr. Harris and a Mr. Walley were important enough to be singled 

out for comment. Possibly James Harris and Peter Whalley, the 
editor of Ben Jonson's works 

Various accounts hint that these were present, but no Stratford 
report mentions their presence: William Whitehead, poet laureate; 
George Keate; George Alexander Stevens; Paul Hiffernan; the 
composers William Boyce and Theodore Aylward 
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APPENDIX B to 

Garrick's Ode 

T H  E FOLLOWING TEXT of Garrick's Ode is taken from the first edition 
printed for sale at the Jubilee. The two footnotes marked by asterisks 
are Garrick's own. 

(title page) An 

ODE 

upon 

Dedicating a Building,


and


Erecting a Statue,


to


SHAKESPEARE,


at


Stratford upon Avon


By D.G.


London:


Printed for T. Becket, and P. A. De Hondt, in the Strand.


MDCCLXIX
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To what blest genius of the isle,

Shall Gratitude her tribute pay,


Decree the festive day,

Erect the statue, and devote the pile?


Do not your sympathetic hearts accord, 
To own the "bosom's lord?"


Tis he! 'tis he!-that demi-god!

Who Avon's flow'ry margin trod,


While sportive Fancy round him flew,

Where Nature led him by the hand,


Instructed him in all she knew,

And gave him absolute command!


Tis he! 'tis he!

'The god of our idolatry!"


To him the song, the Edifice we raise,

He merits all our wonder, all our praise!


Yet ere impatient joy break forth,

In sounds that lift the soul from earth;

And to our spell-bound minds impart

Some faint idea of his magic art;

Let awful silence still the air!


From the dark cloud, the hidden light 
Bursts tenfold bright! 

Prepare! prepare! prepare! 
Now swell [at once]1 the choral song, 

Roll the full tide of harmony along;

And Fame expanding all her wings,

With all her trumpet-tongues proclaim,

The lov'd, rever'd, immortal name!


SHAKESPEARE! SHAKESPEARE! SHAKESPEARE! 
Let th'inchanting sound, 
From Avon's shores rebound; 

Thro' the Air, 
Let it bear, 

The precious freight the envious nations round! 
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CHORUS. 

Swell the choral song, 
Roll the tide of harmony along, 

Let Rapture sweep the strings, 
Fame expand her wings, 

With her trumpet-tongues proclaim, 
The lov'd, rever'd, immortal name! 

SHAKESPEARE! SHAKESPEARE! SHAKESPEARE! 

AIR. 

Sweetest bard that ever sung, 
Nature's glory, Fancy's child; 
Never sure did witching tongue, 
Warble forth such wood-notes wild! 

II. 

Come each Muse, and sister Grace, 
Loves and Pleasures hither come; 
Well you know this happy place, 
Avon's banks were once your home. 

III. 

Bring the laurel, bring the flow'rs,

Songs of triumph to him raise;

He united all your pow'rs,

All uniting, sing his praisel
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Tho' Philip's fam'd unconquer'd son, 
Had ev'ry blood-stain'd laurel won; 
He sigh'd—that his creative word, 

(Like that which rules the skies,) 
Could not bid other nations rise, 
To glut his yet unsated sword: 

But when our SHAKSPEARFs matchless pen, 
Like Alexanders sword, had done with men; 

He heav'd no sigh, he made no moan, 
Not limited to human kind, 
He fir'd his wonder-teeming mind, 

Rais'd other worlds, and beings of his own! 

AIR. 

When Nature, smiling, hail'd his birth, 
To him unbounded pow'r was given; 
The whirlwind's wing to sweep the sky, 

"The frenzy-rowling eye, 
To glance from heav'n to earth, 

From earth to heav'nl" 

O from his muse of fire 
Could but one spark be caught,


Then might these humble strains aspire,

To tell the wonders he has wrought.


To tell,—how sitting on his magic throne, 
Unaided and alone, 
In dreadful state, 

The subject passions round him wait; 
Who tho' unchain'd, and raging there, 

He checks, inflames, or turns their mad career; 
With that superior skill, 
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Which winds the fiery steed at will, 
He gives the aweful word— 

And they, all foaming, trembling, own him for their Lord. 

With these his slaves he can controul,

Or charm the soul;


So realiz'd are all his golden dreams, 
Of terror, pity, love, and grief, 
Tho' conscious that the vision only seems, 

The woe-struck mind finds no relief:

Ingratitude would drop the tear,


Cold-blooded age take fire,

To see the thankless children of old Lear,


Spurn at their king, and sire!

With his our reason too grows wild!


What nature had disjoined,

The poet's pow'r combin'd,


Madness and age, ingratitude and child. 

Ye guilty, lawless tribe, 
Escap'd from punishment, by art or bribe, 

At Shakespeare's bar appear! 
No bribing, shuffling there— 

His genius, like a rushing flood, 
Cannot be withstood,


Out burst the penitential tear!

The look appall'd, the crime reveals,

The marble-hearted monster feels,


Whose hand is stain'd with blood. 

SEMI-CHORUS. 

When law is weak, and justice fails,

The poet holds the sword and scales.
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AIR. 

Though crimes from death and torture fly, 
The swifter muse, 
Their flight pursues, 

Guilty mortals more than die! 
They live indeed, hut live to feel 

The scourge and wheel, 
"On the torture of the mind they lie;" 
Should harrass'd nature sink to rest, 

The Poet wakes the scorpion in the "breast, 
Guilty mortals more than die! 

When our Magician, more inspired, 
By charms, and spells, and incantations fir'd, 

Exerts his most tremendous pow'r; 
The thunder growls, the heavens low'r, 
And to his darkened throne repair, 

The Demons of the deep, and Spirits of the air! 

But soon these horrors pass away,

Thro' storms and night breaks forth the day:

He smiles,—they vanish into air!

The buskin'd warriors disappear!

Mute the trumpets, mute the drums;

The scene is chang'd—Thalia comes,

Leading the nymph Euphrosyne,

Goddess of joy and liberty!

She and her sisters, hand in hand,

Link'd to a num'rous frolick band,

With roses and with myrtle crown'd,

O'er the green velvet lightly bound,


Circling the Monarch of th'inchanted land! 
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AIR. 

I. 

Wild, frantick with pleasure,

They trip it in measure,

To bring him their treasure,


The treasure of joy. 

II. 

How gay is the measure, 
How sweet is the pleasure, 
How great is the treasure, 

The treasure of joy. 

III. 

Like roses fresh blowing, 
Their dimpled-cheeks glowing, 
His mind is o'erflowing; 

A treasure of joy! 

IV. 

His rapture perceiving,

They smile while they're giving,

He smiles at receiving,


A treasure of joy. 

With kindling cheeks, and sparkling eyes, 
Surrounded thus, the Bard in transport dies; 
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The little Loves, like bee, 
Clust'ring and climbing up his knees, 

His brows with roses bind; 
While Fancy, Wit, and Humour spread 
Their wings, and hover round his head, 

Impregnating his mind. 
Which teeming soon, as soon brought forth, 

Not a tiny spurious birth, 
But out a mountain came, 

A mountain of delight! 
LAUGHTER roar'd out to see the sight, 

And FALSTAFF was his name! 
With sword and shield he, puffing, strides; 

The joyous revel-rout 
Receive him with a shout, 

And modest Nature holds her sides: 
No single pow'r the deed had done, 

But great and small, 
Wit, Fancy, Humour, Whim, and ]est, 
The huge, mishapen heap impress'd; 

And lo-SIR JOHN!

A compound of 'em all,

A comic world in ONE.


AIR. 

A world where all pleasures abound, 
So fruitful the earth, 
So quick to bring forth, 

And the world too is wicked and round. 

As the well-teeming earth, 
With rivers and show'rs, 

Will smiling bring forth 
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Her fruits and her flow'rs; 
So FALSTAFF will never decline;


Still fruitful and gay,

He moistens his clay,


And his rain and his rivers are wine; 
Of the world he has all, hut its care; 
No load, but of flesh, will he bear; 

He laughs off his pack,

Takes a cup of old sack,


And away with all sorrow and care.


Like the rich rainbow's various dyes, 
Whose circle sweeps o'er earth and skies, 

The heav'n-born muse appears; 
Now in the brightest colours gay, 
Now quench'd in show'rs, she fades away, 

Now blends her smiles and tears. 

Sweet Swan of Avon! ever may thy stream 
Of tuneful numbers be the darling theme; 
Not Thames himself, who in his silver course 

Triumphant rolls along, 
Britannia's riches, and her force, 

Shall more harmonious flow in song. 

O had those bards, who charm the list'ning shore 
Of Cam and Isis, tun'd their classic lays, 

And from their full and precious store, 
Vouchsaf'd to fairy-haunted Avon praise! 

(Like that kind bounteous hands*, 
Which lately gave the ravish'd eyes 

* The D of D , with the concurrence of Mr. B y, most generously
ordered a great number of Trees to be cut down, to open the river Avon for 
the Jubilee. 

259 



Appendix B 

Of Stratford swains

A rich command,


Of widen'd river, lengthen'd plains,

And opening skies) 

Nor Greek, nor Roman streams would flow along, 
More sweetly clear, or more sublimely strong, 
Nor thus a shepherd's feeble notes reveal, 

At once the weakest numbers, and the wannest zeal. 

AIR. 

I. 

Thou soft-flowing Avon, by thy silver stream,

Of things more than mortal, sweet Shakespear would dream,

The fairies by moonlight dance round his green bed,

For hallow d the turf is which pillow'd his head.


11. 

The love-stricken maiden, the soft-sighing swain,

Here rove without danger, and sigh without pain,

The sweet bud of beauty, no blight shall here dread,

For hallow d the turf is which pillow'd his head.


III. 

Here youth shall be fam'd, for their love, and their truth,

And chearful old age, feel the spirit of youth;

For the raptures of fancy here poets shall tread,

For hallow'd the turf is that pillow'd his head.
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IV. 

Flow on, silver Avon, in song ever flow, 
Be the swans on thy bosom still whiter than snow, 
Ever full be thy stream, like his fame may it spread, 
And the turf ever hallow'd which pillow'd his head. 

Tho' bards with envy-aching eyes, 
Behold a tow'ring eagle rise, 

And would his flight retard; 
Yet each to Shakespeare's genius bows, 
Each weaves a garland for his brows, 

To crown th'heaven-distinguish'd Bard. 
Nature had form'd him on her noblest plan, 
And to the genius join'd the feeling man. 
What tho' with more than mortal art, 
Like Neptune he directs the storm, 

Lets loose like winds the passions of the heart, 
To wreck the human form; 

Tho' from his mind rush forth, the Demons to destroy, 
His heart ne'er knew but love, and gentleness, and joy. 

AIR. 

More gentle than the southern gale,

Which softly fans the blossom'd vale,

And gathers on its balmy wing,

The fragrant treasures of the spring,

Breathing delight on all it meets,

"And giving, as it steals, the sweets."
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Look down blest SPIRIT from above, 
With all thy wonted gentleness and love; 

And as the wonders of thy pen, 
By heav'n inspir'd, 
To virtue fir'd 

The charm'd, astonish'd, sons of men! 
With no reproach, even now, thou view'st thy work, 

To nature sacred as to truth, 
Where no alluring mischiefs lurk, 

To taint the mind of youth. 
Still to thy native spot thy smiles extend, 
And as thou gav'st it fame, that fame defend; 

And may no sacrilegious hand

Near Avon's banks be found,

To dare to parcel out the land,


And limit Shakespear's hallow'd ground*. 
For ages free, still be it unconfin'd, 
As broad, and general, as thy boundless mind. 

Can British gratitude delay, 
To him, the glory of this isle, 

To give the festive day 
The song, the statue, and devoted pile? 
To him the first of poets, best of men? 
"We ne'er shall look upon his like again!" 

DUETT. 

Shall the hero laurels gain,

For ravag'd fields, and thousands slain?

And shall his brows no laurel bind,

Who charms to virtue humankind?


* This alludes to a design of inclosing a large common field at Stratford. 
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CHORUS. 

We will,—his brows with laurel bind, 
Who charms to virtue human kind: 

Raise the pile, the statue raise, 
Sing immortal Shakespeare's praise! 

The song will cease, the stone decay, 

But his Name 
And undiminish'd fame, 

Shall never, never pass away. 

1. The two words in brackets do not appear in the text of the first edition
of the Ode, but are given in Garrick's erratum on the verso of the title page. 
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(Continued from front flap) 

that precipitated the concepts of 
romanticism, and from the vantage 
point of two centuries, the import
ance of the Jubilee is its place in the 
history of ideas, and its most amaz
ing aspect is the speed and unanimity 
with which the romantic attitudes 
were adopted. 

Any actor will mirror as much of 
his age as is accessible to him, and 
the life of Garmck's age was acces
sible to him to a superlative degree, 
for he was peculiarly in a position to 
reflect the great minds of his day — 
and he was a true mirror. Garrick's 
Jubilee is an account of a unique 
occasion when perhaps the greatest 
actor who ever lived, rejecting all 
prudential advice, went to Stratford 
as Steward of a Jubilee and mirrored 
his age—not in its more obvious sur
faces, but in its latent forces, its po
tentialities. 

Martha Winburn England is assist
ant professor of English at Queens 
College of the City University of 
New York. 
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