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PREFACE 

It has become a commonplace of literary scholarship 

to remark of the true artistic genius that he was "in but 

not of his world;" that the greater his genius, the less 

he is likely to be representative of the sympathies and 

tendencies of his times. 

On this criterion alone, Edward Young might be 

forever denied the rank of genius, for to an uncanny degree 

he was the apotheosis of the literary tendencies of his 

times, sensing and giving voice to that shifting taste in 

the world of letters which occurred during the eighteenth 

century. He seemed to sense the changes before they became 

dominant, and served not so much to influence as to be the 

example of the vox populi. literarily. This is all the more 

remarkable in that, as the eighteenth century began Neo-

classic and ended Romantic, Edward Young did likewise, 

without compromise, and with ever a sure feel for the way 

the winds were blowing. 

He has been scandalously treated by biographers; 

alternately praised or damned by critics, most of whom 

seem to find no middle ground; popularly idolized for the 

better part of a century and then accorded oblivion ever 
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since. Mostly, he remains an anomaly. Mackail notes: 

So far has an author once famous been left stranded 
by the receding tide that, even to an educated 
audience, it may not be superfluous to point out 
. • . Young*s curiously unplaced position in that 
period of English literary history which is covered 
by his lifetime. ... He belongs to no precise 
period or school. . . . Had he died between fifty 
and sixty, he would be cursorily noted as one of 
the Augustan school. . . .! 

And Bailey adds, "If Young is mentioned at all in 

modern times, he is bracketed with Gray and Blair and 

cheerfully forgotten as one of the Graveyard School."2 

Saintsbury suggests something of the poetfs breadth: 

Young was a very odd person in many ways, and he 
still awaits thorough critical examination. When, 
at the age of at least sixty he began to compose 
the Night Thoughts in blank verse, he had almost 
run the gamut of the poetic forms of his day. 
He had written full-dress heroics in The Last Dav. 
and had written them not ill; he had written 
satiric heroics in The Universal Passion. 
practically before Pope, and had done things in 
them that Pope was scarcely to excel.3 

Bailey continues: 

As a moralist Young was paired with Johnson. . . . 
His satires held a niche at the elbows of Pope and 
Swift. . . . Six years before he died Young 
addressed to Samuel Richardson his modest 
Conjectures on Original Composition, which the 
public welcomed as the voice of a new aesthestics. 

lJ. W. Mackail, "Edward Young," Studies of English 
Poets (London and New York, 1926), p. 117. 

o 
Margery Bailey, "Edward Young," Age of Johnson: 

Essays presented to C. B. Tinker (New Haven, 1949), p. 193. 

^George E* B. Saintsbury, A History of English 
Prosody (London, 1923), II, 4-36. 



V 

In its break with authority and rules in favor of 
the native genius which must discover and reverence 
itself, and its open trust of imagination and 
passion, the energetic treatise laid down the sane 
essentials of the revolt in poetry almost forty years 
before the publication of the Lyrical Ballads, (p. 19&) 

Between the intemperate scorn of Young by a writer 

such as George Eliot^- and the estimation by Bailey who sees 

him as a Promethean figure, a man "Like Swift, too large 

for the limitations of his era and instinctively in a 

state of rebellion against it" (pp. 198-199) must rest 

a grounds for fair critical appraisal. It will be a very 

minor purpose of this work to attempt such an appraisal, 

as it arises naturally from the larger examination of 

Love of Fame, the Universal Passion, a work as "typical" 

of Young and his various abilities as any work can be. 

As to whether or not The Universal Passion was typical 

"Augustan satire," despite the work*s long popularity, 

one can offer only Jackfs comment: 

The first step towards an understanding of 
Augustan satire is to realize that it is not, in 
the specialized sense, a poetic fkindf. It is a 
temper of writing, unsusceptible of any but a very 
wide definition, which may find an outlet in any 
of a number of different kinds and in correspondingly 
diverse styles. Absalom and Achitophel. the 
Imitations of Horace and The Vanity of Human Wishes 
are all—to adopt Johnson's definition of satire— 
Tpoems in which wickedness or folly is censured*, 
and they were all known as satires.5 

4"Worldliness and Otherworldliness: The Poet 
Young," in The Writings of George Eliot (Boston and 
New York, 1907). 

^Ian Jack, Augustan Satire (Oxford, 1952), p. 136. 
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Young's satires, which he described as "character-

istical," were published over a three-year period between 

1725 and 1726. Written in heroic couplets, they were 

organized thematically around the notion that the funda

mental mover of men's actions in the Augustan world was the 

"love of fame." Their structure was loose, primarily 

consisting of a series of vignettes, some plausible, others 

merely exemplary, of characters familiar either in the life 

or the literature of Young's times. They were taken, 

almost without exception, from the "leisure world," which 

was the world of Young's early manhood. Satirizing the 

foibles, the fads, and the more serious vices of the day, 

as well as those permanent blemishes of man common to any 

age, Young manages an entertaining scatter-shot at his age 

which is worthy of the reading by any student of the 

eighteenth century. The work, however, has been overlooked 

by all but the most scrupulous scholars, and comment upon 

it has too often been based upon the accumulated ignorance 

of less careful scholars. 

Only two studies of real depth and justice have 

been issued on The Universal Passion since its appearance 

in 1728 as a complete work. Of these, one is in French, 

and has never been translated. This is Walter Thomas* 

Le Poete Edward Young (Paris, 1901), a work utterly 

essential to any scholar wishing to make an evaluation of 

Young. The second work is an unpublished doctoral 
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dissertation by Charles Edward Frank, done at Princeton in 

1939. Thomas surveys the entire Young corpus: Frank 

attacks only certain problems in connection with The 

Universal Passion. 

It was Frank1s purpose to establish the text of the 

satires, since so many editions existed with variant 

readings. Along the way, he manages a number of fine 

critical insights on tangential matters; but for purposes 

of the present study, his most important conclusion was 

his central thesis: 

If I were editing the Love of Fame. I should 
select the 1723 Tonson edition as the most desirable 
basic text, using the others only for commentary. 
... It represents the intentions of the poet when , 
he was at the height of his powers as a satirist. . . 

Fortunately, the text of The Universal Passion most 

readily available for my study was this 1723 edition, 

beautifully printed and in excellent condition in the 

University of Arizona library. 

Accepting Frank's textual scholarship in this 

matter, I was freed then to delve into wider concerns 

involving the satires, such as their reception, popularity, 

artistry, and perhaps most important, their place in 

English satire. This last consideration turned out to be 

of some interest, and I am now convinced that these satires 

^Charles Edward Frank, "Edward Young1s Satires: 
Materials for an edition of Love of Fame. The Universal 
Passion." (Princeton University, 1939), pp. 57-58. 
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played a more critical role in the changing course of 

English satire than has ever been allowed, or scarcely even 

suspected. 

Written comment on the satires is scanty. Biblio

graphies, such as Cordasco published?, are slim and largely 

unsatisfactory. One must, it seems, get at the commentary 

in little bits and pieces scattered throughout the writings 

of commentators from his own day to ours. It may be safely 

ventured that the definitive bibliography does not exist, 

and probably never will. 

Even among his contemporaries, however widely his 

works were acclaimed, Young's satires elicited little 

enough comment. Neither Cibber, nor Gay, nor Garrick even, 

who recorded so well and variously their opinions of 

contemporary letters, mention The Universal Passion. 

although they speak of Young in many places. He was 

generally recognized as one of the great satirists of his 

age. 

This study will serve in part, it is hoped, as in 

some measure a restitution for what will perhaps be seen 

as an undeserved neglect of an important literary work. 

^Francesco Cordasco, Edward Young; a handlist of 
critical notices and studies (New York, 1950). 
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ABSTRACT 

Edward Young (16&3-1765), now chiefly noted for his 

lugubrious Night Thoughts, established his lifetime fame 

and fortune with the exceedingly popular satires gathered 

in 172S under the title Love of Fame. The Universal Passion* 

Representing Addisonian benevolism as fundamentally opposed 

to the Dryden-Swift-Pope acerbity, the work appeared at a 

crucially formative time in English satire and seems to have 

exerted real influence upon the subsequent course of that 

genre. The present study attempts to estimate its influence 

and something of its literary merit. 

Achieving minor success with drama, Young was be

friended by Pope and Addison. In middle age he took orders, 

but lacked a benefice for several years. His satires began 

appearing in 1725, and may have been his major obstacle to 

preferment, despite the fact that they brought him a pension 

from Walpole, then prime minister. Recognized by all as 

among the elite of Augustan letters, and as verse satirist 

second only to Pope, Young saw his satires remain in 

continuous print for two generations and achieve a status 

as moral handbook among the reading public. 

Young*s satires, labelled "characteristical," 

present a witty and widely variegated reflection of leisured 

xi 
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Augustan society, its deeper as well as its more superficial 

preoccupations. Considered primarily a satirist throughout 

his lifetime, he came to be better remembered posthumously 

for his Night Thoughts, as the eighteenth century turned 

more from "wit" to "reflection." Still later, the revulsion 

against the notion of satire in general, as well as against 

Young as a writer, seems to have obliterated his reputation 

as satirist almost entirely. 

Since Walter Thomas* serious study of Young in 1901, 

however, the satires have begun to receive growing, if still 

niggardly, attention. Among the very few original classical 

verse satires of their age, the satires upon closer study 

seem to embody structural and thematic designs heretofore 

unrecognized, involving a dramatic contrast between the 

True Life and the False Life, and containing a pervasive 

and reflective "Moral Elegy to the True Life." 

Seen by Thomas as the verse expression of Addison*s 

philosophy, though heavily indebted also to la Bruyere, the 

collected satires in 1723 were immediately opposed in 

popular view to that form of satire represented in The 

Dunciad, appearing in the same year. Pope seems in fact to 

have borrowed considerably from Young1s example in post-

Dunciad efforts, in the use of "ruling passions" as a form 

of psychology, in the writing of "characteristical" satires, 

and in the composing of classical verse satires. Pope, 
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however, still rejected Young*s basic philosophy of- satire, 

felt by the former to be a sentimentality useless in 

correcting vices or follies. 

Nevertheless, an age concerned with good manners 

came to side more and more with Young, and to feel increas

ingly that the Dryden-Pope satirical practice was morally 

inferior to Young*s. In fact, Pope seems to have known 

that satire as he knew it was dying. Young, his lifelong 

friend, never ceased believing, however, that Pope*s was 

the surpassing artistry. 

Joseph Warton*s study of Pope, dedicated to Young, 

climaxed a growing feeling in the century that satire was 

indeed even to be denied rank as true poetry. Young had 

aided materially in establishing the anti-satiric ethos of 

this later time by writing, essentially, a satire for people 

who did not like satire but only morality, wit, and bene

volence. The acid, boisterous, vituperative tradition has 

only rarely asserted itself since. 



CHAPTER I 

THE BIOGRAPHICAL DIMENSION OF THE SATIRES 

Edward Young*s biographical background "is important 

for two reasons. First, as will be seen, his writings were 

markedly influenced by the concerns and experiences of his 

life; and second, a number of real biographical errors and 

distortions have been perpetuated concerning him for two 

centuries. Some of these distortions are pertinent to the 

present study. It was, in fact, not until the twentieth 

1 2 
century and the works of Walter Thomas and H. C. Shelley 

that some of the larger wrongs began to be righted. 

1. Young*s Life and Letters 

Herbert Croft1s signature appears at the end of the 

major portion of the life of Young found in Samuel Johnsonfs 

Lives of the Poets. The biography contributed by Croft 

initiated a number of errors and innuendoes which have been 

repeated under one guise or another by too many biographers 

ever since. Croft*s errors begin with the assigned birth-

date of the poet, end with the terms of his will at death, 

•^Le Poete Edward Young (Paris, 1901). 

Life and Letters of Edward Young (London, 1914)* 

1 



and affect larger and smaller portions of the ground 

between. 

According to Croft, Young was "born at Upham, 

near Winchester, in June, l68l."3 While we have no direct 

record of his birthdate, Thomas, after examining the 

Upham parish register, established (pp. 6-7) that the poet 

baptism was recorded July 3, 1633. Young's father being a 

rector in the Church of England, it is certain that the 

child's baptism took place within a few weeks of his birth 

Since Croft first obscured the question, it had been an 

open field for scholars in assigning erroneous dates. 

Thomas says: 

Ainsi se trouve tranchee par un document decisif, 
dont je dois une copie 1 l'obligeance du Rev. 
E. L. H.^Tew, recteur d'Upham, une controverse qui 
a partage les biographes jusqu'si present. Tous ont 
adopte des dates erronees, les uns preferant 1681 
avec Herbert Croft, les autres 1684 a la suite de 
la Biographia Britannica. ... (p. 6) 

Young's father, also named Edward, was a man of 

letters and merit in the Anglican church. In 1688 he was 

appointed chaplain to William and Mary, and in 1702, 

became Dean of Salisbury as well as being retained as 

chaplain by Queen Anne. He died in 1705, while his son 

was at New College, Oxford.^- There seems to have been a 

^Samuel Johnson, "Edward Young," in Lives of the 
Poets. Congreve to Gray (Garden City, New York, n.d.), 
p. 364. 

^•"Young's mother and younger sister both died nine 
years later, in 1714. His sister was only twenty-nine. 
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true affection between father and son, but the younger 

Edward had shown no indications toward a clerical career 

by the time of his father's death. 

Young showed no signs of scholarly precocity; he 
£ 

spent seven years at Winchester in preparation for Oxford.y 

No records are known of his life between the time of his 

baptism and his entrance into Winchester. 

According to Shelley (p. 13), Young matriculated as 

a commoner at New College, Oxford, in October, 1702. His 

years in scholarly and professional preparation were 

strangely aimless and frustrating. Shelley gives us this 

record: 

Remembering the intimate connection between Winchester 
and William of Wykeham's complementary foundation at 
Oxford, in the natural course of things Young should 
have proceeded to the University in possession of a 
New College scholarship. It appears, however, that 
although his name appeared on the election roll of 
New College, he was superannuated before a vacancy 
occurred. Notwithstanding that disappointment, 
however, his father, doubtless in loyalty to his 
old college, sent his son to New College as a 
commoner. . . . This choice was also partially 
determined by the fact that the Warden of that 
college was a friend of Dean Young, for whose sake, 
and to save expense, the son was lodged in the 
Warden1s house. But in less than a year that 
arrangement was terminated by the Warden's death, 
whereupon Young was transferred to Corpus Christi 
College, also on the score of economy. There he 
remained until 170#, in which year Archbishop 
Tenison presented him to a law fellowship in All 
Souls College. . . . Some six years after he 

-*C. V. Wicker, "Edward Young and the Fear of Death: 
A Study in Romantic Melancholy," University of New Mexico 
Publications in Language and Literature. X (Albuquerque. 
1952), 108. 
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obtained his fellowship at All Souls, namely, in 
April, 1714, he took the degree of B. C. L., and 
seven years later®—in June, 1719—he proceeded to 
D. C. L. These long intervals convey the impression 
that Young carried with him to Oxford those 
leisurely habits of study which seem to have marked 
his career as a Wykehamist. (pp. 13-14) 

The poet had been free, ostensibly, to choose his 

own course professionally since 1705, the year of his 

father*s death. Shelley continues, however: "The nature 

of the fellowship which he obtained in 1703 and the 

character of the degrees he acquired, would suggest that 

his bent was towards the law • . (p. 20). There is no 

record of his ever having practiced the legal profession. 

In whatever direction he was aiming for a career, 

he seems to have been in no hurry to commence upon it. As 

Shelley points out (pp. 20-21), due to the spirit of 

dilettantism among the young Fellows of the College in 

that day, the accumulation of degrees in a certain field 

had little bearing upon the Fellow1s vocational activities. 

Many of them, moreover, did not even reside at the College. 

Young never abused his fellowship in this respect, however. 

"Indeed," says Shelley, "until he settled at Welwyn in the 

summer of 1730 he does not appear to have had any other 

home than his chambers at All Souls" (p. 21). For instance, 

^Shelley here adds seven to 1714 and comes up with 
1719 for the degree of D. C. L. 
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one may see his Two Epistles to Mr. Pope, dated 1730 and 

inscribed "From Oxford." 

However lean the academic years may have been in 

decisiveness for Young, they were rich in associates. 

Mackail points out, "As one of the •wits* in his youth he 

belonged to that group of very minor Oxford luminaries 

whose absurd names, hitched into a Latin verse, became a 

byword and a source of inextinguishable amusement—Tickell, 

Crabb and Trapp, Bubb, Grubb and Stubb.11^ Two of these, 
g 

Tickell and Bubb, were life-long associates of Young 

and were materially beneficial in advancing the poetfs 

literary and public career. His relations with the 

literary figures of his time will be expanded upon in 

the next section. 

It is impossible to say how long, if at all, Young 

had been writing before the year 1712. He was in his 

thirtieth year, however, when his first published poem, 

An Epistle to the Right Hon. George Lord Lansdowne. 

appeared. A conventional reflection upon the recent peace 

concluded in France, and other timely concerns, the poem 

is of less value for its literary merit than for the indi

cation it gives of the directions the poet*s aims were 

^J. W. Mackail, "Edward Young," Studies of English 
Poets (London and New York, 1926), p. 133. 

g 
Thomas Tickell—poet, critic, and minor political 

figure. George Bubb Dodington, later Lord Melcombe. 



taking. As Shelley says: 

Whatever may have been the earliest inspiration 
of his muse, it was a political occasion which 
first decided him to venture into print. That 
fact is of supreme significance in the biography 
of the poet: he began to publish at a time when 
literary effusions were regarded as the surest 
passport to preferment in the State and Church. . . . 

(p. 21) 
As Leslie Stephen observes: 

The relation between the political and the literary 
class was at this time closer than it had ever 
been. The alliance between them marks, in fact, a 
most conspicuous characteristic of the time. It 
was the one period, as authors repeat with a fond 
regret, in which literary merit was recognized by 
the distributors of State patronage.9 

Frank reminds us that "The careers of Addison, 

Steele, Prior and Swift were familiar to all who sought 

fame and fortune in the field of letters. No doubt Young 

thought of these when he came to London from Oxford. . . ." 

In 1713, Young began to court the muses of litera

ture and politics in earnest, mainly by means of his for

tunate alliance with Thomas Tickell. The sincerity with 

which Tickell sought to nurture the poetfs career is but 

one of many circumstantial facts giving the lie to Popefs 

remark that Young "passed a foolish youth, the sport of 

^Leslie Stephen, English Literature and Society in 
the l&th Century (London, 1904), pp. 35-36. 

•^Charles Edward Frank, "Edward Young's Satires: 
Materials for an edition of Love of Fame. The Universal 
Passion" (Princeton University, 1939), p. 66. 



peers and poets. This obiter dictum of Pope, inciden

tally, was translated into a magnificent piece of innuendo . 

by Croft, who made of it a blanket condemnation of Young*s 

early life: "There are those who relate that, when first 

Young found himself independent, and his own master at 

All Souls, he was not the ornament to religion and morality 

which he afterwards became" (Johnson, Lives, p. 367). It is 

possible, of course, that Croft had other information from 

which to draw such a conclusion, but there is no way of 

knowing what it might have been. He is unsupported by any 

other writers of the time in this innuendo. 

Pope^ remark likewise cannot have been from first

hand knowledge, and no other attestations from friends (or 

enemies) of Young give grounds for believing him to have 

been foolish, much less profligate, during his Oxford years. 

Beginning in 1712, Young for several years main

tained somewhat of a "commuter" life between his college at 

Oxford and the society of London. Through Tickellfs offices 

he became a member of the "Little Senate" presided over by 

Addison. The figure and philosophy of Addison came to 

exert a singularly formative influence upon the poet, as 

will be shown in Chapter IV. In 1713, Addison's Cato 

appeared, and among its prefatory poems was one by Young. 

Another poem, The Last Day, received a notable puff before 

•^Quoted in Johnson, Lives of the Poets, p. 367, 
and too many places ever since. 
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publication when Richard Steele quoted from it in a Guardian 

12 
article. This extended, literalistic picturing of the 

Judgment Day contains many of the tones and templets for 

what came to full color and growth in Night Thoughts. It 

was prefaced by an elaborated dedication to Queen Anne. 

The following year a long poetic work on the Lady 

Jane Grey theme, entitled The Force of Religion, or 

Vanquished Love, was published bearing a hopeful dedication 

to the Countess of Salisbury. Bailey calls it "a bid for 

preferment from the Whigs j"^ and she is probably right. 

The public reaction to Cato had shown how this sort of 

thing could be interpreted. Also in 1714, Young contri

buted a poem, On the Late Queen* s Death, and His Ma.iestyTs 

Accession, an ambitious combination of topics, inscribed to 

Addison in his capacity as "Secretary to Their Excellencies 

the Lords Justices." Young, now past thirty and as yet 

unplaced, so to speak, made unhesitating use of the bold 

dedication in his campaign for preferment. 

In 1715, the opportunity for a more fruitful 

attempt at patronage presented itself in the person of 

Philip, Duke of Wharton. The connection between the Youngs 

and the Whartons was one of long season. The Marquis of 

Wharton had been a friend and patron of the poetfs father. 

l2May 9, 1713, according to Wicker, p. 95. 

13 
Margery Bailey, "Edward Young," Age of Johnson; 

Essays presented to C. B. Tinker (New Haven, 1949), p. 199. 
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The latter had issued, in the 1690*s, a work entitled The 

Idea of Christian Love: with it were published a number of 

religious poems by Mrs. Anne Wharton, one of the elder 

Young's admirers and, according to Thomas, "la premiere 

femme du futur marquis. Ce sont la les traces les plus 

anciennes d'une amitie dont le fils saura profiter plus 

tard" (p. 7).1^ In 1715 the old Marquis died, and it is 

likely that this presented the occasion for Young to re

establish closer ties with the family Wharton. 

Shelley, however, traces another path to this 

Wharton-Young alliance, neglecting entirely the ties of 

the elders: 

Much ingenuity has been expended in explaining 
the origin of that connection, but . . . the simplest 
and most probable solution of the problem has been 
overlooked. It has been shown that by this date 
Young was on intimate terms with Addison, whose 
connection with the Wharton family was already eight 
years old. *It was the Marquis of Wharton*—so Spence 
reports Young as saying—'who first got Addison a 
seat in the House of Commons. . . . Addison was 
charmed with the son . . . not only as his patron*s 
son, but for the uncommon degree of genius that 
appeared in him!* Addison, then, is the most 
obvious link between Young and the patron*s 
volatile son. (p. 36) 

There is, one would think, no reason why both connections 

may not have been valid in fostering this ill-starred 

relationship. 

In the same year of the Marquis* death, 1715, began 

^It was not all "profit," of course, due to the 
later outrageous infamy of the young Duke. 
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Young*s friendship with Pope* How this developed will be 

traced later on. At any rate, the future must have begun 

to look rather promising for the poet. 

Wharton, after his father1s death, spent a year on 

the Continent in what Shelley calls a "madcap tour" (p. 36), 

and returning to Ireland took a seat in the Irish House of 

Lords. He took Young with him, and it was on this occasion 

that the poet met Swift for the first time. 

It may have been during this period that Young began 

to write for the stage. An anonymous "Life" published in 

the 1870 Edinburgh edition of Young*s works, however, notes 

that "From the Englishman it appears that a tragedy of his 

was in the theatre so early as 1713.At any rate, 1719 

marked the staging of Busiris. a declamatory blank verse 
•j ^ 

endeavor in the style of Shakespeare-cum-Otway. The 

piece ran for a respectable nine days at Drury Lane. 

Wicker attests that the eighty-four pounds sterling which 

Young received for the copyright was "far above average" 

(p. 95). It was dedicated to the Duke of Newcastle, then 

Lord Chamberlain. 

•^The Complete Poetical Works of Edward Young, with 
Life (Edinburgh, 1870), p. x. This reference has never 
been successfully traced. 

"^Readers of Fielding's The What d*Ye Call It? and 
Tom Thumb will have noted Young*s tragedies among those 
burlesqued. 
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In the same year appeared the interminable A Para

phrase on Part of the Book of Job, dedicated to the Lord 

17 High Chancellor, Thomas Lord Parker. The work, however, 

shows a continuance of the strong religious strain in 

Young*s writings, and the preface affords him an opportunity 

to display a Biblical knowledge of some depth. 

Addison died in June, 1719• Both Young and Tickell 

were made desolate by the loss. Both men wrote poems upon 

the occasion, although there is no comparison between 

Young*s honest but standard piece, and Tickell1s stately 

but passionate poetical monument. The influence of Addison 

was to be extended far more through Young than Tickell, 

however.1^ 

During 1719, the young Wharton promised the first 

of two annuities to Young, one of which was never paid, the 

other paid only in token, and both of which were finally 

collected, and only in part, from the Duke's estate by suit 

some twenty years later, according to Wicker (p. 97). In 

1721, despite his patron's defaulting on the promised 

annuities, Young dedicated his second tragedy to him.*^ 

•^Shelley says Parker was "thought to be ambitious 
of posing as a Maecenas" (p. 37). This helps to account 
for the embarrassingly effusive dedication. 

id 
See following, Chapter IV, part 1. 

19 7The glowing tribute to the Duke was, naturally, 
suppressed in the years following his ignominy, but at this 
time the nobleman was still in public favor despite a cer
tain notoriety. 



Although The Revenge ran for only six performances, and the 

author received a rather standard fifty pounds sterling for 

the copyright, Shelley remarks that it was 

destined for a highly successful career in the 
repertory of the eighteenth century, for, as Doran 
states in his "Life of Young," it was acted more 
frequently and more recently than Addison*s famed 
Cato. Several of the actors who had appeared in 
Busiris were in the cast of The Revenge, including 
Booth, Wilks, Thurmond and Mills. (p. 51) 

This same year, 1721, Frank attests "Young had con

sidered going into the Church, but had been dissuaded by 

the Duke of Wharton" (p. 13). This may well have been be

cause the Duke wished Young to stand for Parliament. This 

the poet did in 1722, largely at Wharton's expense, but he 

was not elected, and never again ventured his future upon 

the public's political whims. 

Young's decision to enter the church has been 

surrounded by many clouds. Unfriendly biographers have 

seen it as simply a new avenue to seek preferment, untem-

pered by higher motives (i.e., Croft, Eliot). Others have 

seen it in only the most altruistic light. Shelley takes a 

middle ground, saying, "Perhaps the poet's chief reason for 

deciding to enter the clerical profession was a desire for 

such a settled income as would enable him to establish a 

home of his own" (p. 93)• Mackail, however, states most 

definitely: 

He has been roundly accused of taking orders for 
the sake of emolument. That he took this step in 
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mature life—he was then forty-four—appears to be the 
only basis for such a suggestion; and it is totally 
irrelevant. Nothing in his life, either before or 
after, suggests any motives for taking orders which 
were not sincere and honorable. (pp. 132-133) 

The poet*s own testimony as to his motives is re

corded in a series of letters to Thomas Tickell. In August, 

1724, Young wrote Tickell, then Secretary to the Lord 

Lieutenant of Ireland: "I am, I say, determined to take 

orders. . . . Upon the whole I beg your assistance & advice 

& to know if there is any tolerable prospect of preferment 

in Ireland. . . ."20 

In December of that year, he wrote Tickell again, 

saying, "This is to let you know that I am in orders ..." 

(Tickell, p. 105). 

Somewhere along the line, again undoubtedly through 

Tickell1s ministrations, Young seems to have received 

assurances from Lord Carteret, then Lord Lieutenant of 

Ireland, that he would look upon Young*s clerical career 

with favor in the matter of preferment. Such hopes, how

ever, seem to have been garnered without a direct commit

ment from His Lordship, as the record of letters from Young 

to Tickell shows clearly, and Carteret never in the least 

facilitated Young*s preferment. In March of 1725-26, Young 

wrote his friend: "The real truth is, that my prudential 

Motive for taking Orders was my experience from my Lord, & 

2<^Richard Eustace Tickell, Thomas Tickell and the 
18th Century Poets (London, 1931)» p* 103• 



but for that motive it had not been prudent in me . . 

(Tickell, p. 106). Through Tickell, Young kept up his 

appeals to Carteret for another three years, and finally 

gave up. 

We have, thus, the record of Young*s own words that 

he had most assuredly a "prudential" motive for taking 

orders. The church was still thought of, by most who 

entered its offices then, as a career first, rather than 

a "calling." But Young*s words are such that we may inter

pret motives based in idealism as well. For instance, it 

is plain from the August, 1724, letter that he was consider

ing orders before any "assurances" from Lord Carteret were 

received. Those expectations, whatever they may have been 

based upon, apparently afforded the final element in making 

the decision. If we accept Frank*s allegation that he was 

considering the Ghurch as early as 1721, and add to it the 

evidence of a strongly religious bias in so many of his 

published writings, we may arrive at the judgment that his 

choice was dictated by both prudential and idealistic 

motives, with simple security being perhaps among the more 

prominent. He was, after all, entering middle age and 

"still unplaced." 

In 1725 the Duke of Wharton left England, never to 

return. He died within a few years, a traitor, after 

having attempted to storm Gibraltar with the Spanish army. 



Something of the Duke's incipient degradation must have 

communicated itself to Young in the years before, and may 

perhaps have precipitated his choice of new avenues for 

preferment. During the years prior to Wharton*s departure, 

Young had fortunately been able to renew his close acquain

tance with George Bubb (now Dodington), his companion of 

earlier Oxford days. 

In Orders now, but still without a living, Young 

commenced in 1725 the publication of the satirical series, 

The Universal Passion. An examination of some of the per

sonal aspects of these satires is contained in the following 

section. Their success was instantaneous and long lasting, 

their monetary return sizable, their exemplary influence 

immense, and their place in English satire of a weight yet 

to be sufficiently evaluated. 

In 1726 Young was accorded an honour that was not 

an unmixed blessing. Writing to Tickell on May 23, 1726, 

he says: "The King has been pleased to give me a pension 

of L 200 pr An." (Tickell, p. 122). 

The amount is not great; it was sufficient to re

lieve Young from the threat of insecure finances. But it 

is a most remarkable decree in that Edward Young, of all 

the array of writers during Walpole's term .in office, was 

the only one to whom Walpole ever gave a pension, according 

to Frank (p. 75). 



Doran records the decree: 

George R.—our will and pleasure is, and we do 
hereby direct and require, that an annual pension 
of Two Hundred Pounds be established and paid by 
you from Lady Day Cthus retroactive3, 1725, unto 
Edward Young, Doctor of Laws, during our pleasure, 
by quarterly payments. . . . Given at our Court 
at St. James*s, the 3d day of May, 1726. . . 
By His Majesty's Command, R. Walpole . . . 1 

How this decree came about is not immediately clear. 

Satire the Last in Young's series was dedicated to, and 

filled with paeans for, Walpole. The Prime Minister was 

seldom, indeed, accorded such tributes; many have believed 

this was sufficient motive for the pension. Others, such 

as Leslie Stephen, feel Young must have been a writer for 

the government, but there is no indication from contemporary 

sources that this was so. Frank and Wicker are among those 

who hold what must be the nearest to truth, that while the 

dedication may have been of some value, the pension was due 

to "the advocacy of Dodington, now one of the Lords of the 

Treasury, supported by Compton, Scarborough and Dorset" 

(Frank, p. 75), all of whom received tribute within the 

satires. Frank says of Dodington that "He was certainly 

the best patron Young ever had, and it is pleasant to 

record that they remained friends to the end of their 

lives" (p. 73)• Three years later, Dodington secured 

21 •*-Edward Young. Works. Revised and Collated with 
the Earliest Editions; to which is prefixed a life of the 
author by J. Doran. ed. J. Nichols (London. 1854). I. 
xxxvii. 
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Young*s appointment as Chaplain to George II. 

Young was never an ingrate. He took the occasion 

of Walpole*s elevation to Knight of the Garter to publish 

in 1726 The Instalment, honouring the event with an 

effusiveness that is almost a parody of itself. 

Now Young found himself both famous and notorious: 

he had chosen sides, politically, and as far as most of the 

literati were concerned, it was the wrong side. They rose 

to attack The Instalment with nearly a single voice. Frank 

says that "While they generally struck at his poetical 

weaknesses, they were provoked by his political alignment 

and his intimacy with the Walpole faction. . . . Young was 

a marked man: he was one of the few literary men to have 

made any impression on CwalpoleJ" (pp. 90-91). 

It cannot be estimated how many of the attacks 

upon Young*s writings stemmed, then, from offended taste, 

and how many from simple jealousy. Nevertheless, Young 

was now become a man much sought after for his company, and 

according to Frank, there were "passing references to IjYoung] 

in the political literature of the day; whatever their 

import, they demonstrate that Young was a well-known 

figure" (p. 9#). 

Despite the very serious (except for the satires) 

tone of nearly all his writings, Young was noted as much for 

his conviviality as for his gravity. Warton writes: 



1# 

Dr. Young was one of the most amiable and benevolent 
of men; most exemplary in his life and sincere in 
his religion. Nobody ever said more brilliant things 
in conversation. The late Lord Melcombe CDodingtonJ 
informed me, that when he and Voltaire were on a 
visit to his Lordship at Eastbury (jThis was in 1726] 
the English poet was far superior to the French, in 
the variety and novelty of his bon mots and repartees; 
and Lord Melcombe himself was a good judge of wit 
and humor, of which he himself had a great portion.*^ 

Still a minister without a parish, Young preached a 

remarkably popular sermon, A Vindication of Providence, on 

the occasion of the death of George I, and dedicated it to 

Queen Caroline. To be studied shortly in another context, 

the sermon must be noted for passing through five editions 

in a few years (Shelley, p. 94) despite its enormous length 

of 25,000 words. 

Young had, the year previously, withdrawn from pro

duction a play, The Brothers, evidently feeling that it 

might impair his chances to receive a clerical living. 

In 1723, as noted, he received appointment as Chap

lain to George II, but a year later was still without a 

benefice. Though now of relatively comfortable means, he 

was still devoid of station. Moved, some feel, by despera

tion, he passed the following letter to Mrs. Howard, Lady 

pQ 
Joseph Warton, An Essay on the Genius and Writings 

of Pope. 5th ed. (London, 1806), I, 143-144. It has been 
offered in Voltairefs behalf that he was but newly acquainted 
with spoken English at the time, and thus at a handicap. 
However, it is probable that much of the conversation was 
conducted in French, out of courtesy to the visitor. 



Suffolk, the King's mistress and, according to Mackail, 

"chief dispenser of Court patronage to George II" (p. 132) 

Madam—I know his Majesty*s goodness to his 
servants, and his love of justice in general, so well, 
that I am confident if his Majesty knew my case, I 
should not have any cause to despair of his gracious 
favour to me. 

Abilities. 
Good manners. 
Service. 
Age. 
Want. 
Suffering 

and Zeal for his Majesty. 
These, Madam, are the proper points of considera

tion in the person that humbly hopes his Majesty's 
favour. 

As to abilities, all 1 can presume to say, is 
that 1 have done the best I could to improve them. 

As to Good Manners, I desire no favour, if any 
just obligation lies against them. 

As to Service, I have been near seven years in 
his Majesty's, and never omitted any duty in it. 
Which few can say. 

As for Age, I am turned of fifty. Cln later 
years Young always thought himself three or four 
years older than he was.J 

As for Want, I have no manner of preferment. 
As for Sufferings, I have lost fc 300 per annum 

by being in his Majesty's service, as I have shown 
in a representation which his Majesty has been so 
good as to read and consider. CThis accounting has 
remained a mystery to all Young scholars.3 

As for Zeal, I have written nothing without 
showing my duty to their Majesties, and some pieces 
are dedicated to them. 

This, Madam, is the short and true state of my 
case. They that make their court to the ministers, 
and not their majesties, succeed better. If my 
case deserves some consideration, and you can serve 
me in it> I humbly hope and believe you will. I 
shall therefore trouble you no farther, but beg 
leave to subscribe myself with truest respect and 
gratitude, Madam, 

Your most obliged and most obedient 
humble servant, 
Edward Young. 
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Madam, I have some hope that my Lord Townshend 
is my friend; if therefore soon, and before he 
leaves the court, you had any opportunity of men
tioning me with that favour you have ever been so 
good as to shew, I think it would not fail of 2? 
success; and if not I shall owe you more than any. * 

Whatever else may be said of this letter, it wit

nesses to the feelings of frustration possible to a man 

who must wait upon the pleasure of the Court for advance

ment. It is apparent also that this is no new siege Young 

is raising, nor the first that Mrs. Howard has been asked 

to undertake with him. The letter, undated, has been 

assigned on internal grounds (by Shelley, p. 101) to late 

1729 or early 1730. It cannot be said that the effect was 

direct, but shortly thereafter, in July of 1730, Young 

received from his college at Oxford the living of Welwyn, 

Hertfordshire. Whether at the instance of the Crown or not, 

it gave him a benefice worth £> 300 per year. It was the 

only clerical preferment he ever received. Shelley affirms 

it was owing solely to the "favour of the Warden and Fellows 

of his own college" (p. 107); the Court, however, was not 

without influence in the college. Shelley describes the 

event and its meaning for Young in this way: 

Welwyn was to be his home for the remaining thirty-
five years of his life. A pleasant country town of 
some 1,200 inhabitants, situated on the great north 
road from London to York, and so in the direct route 
of the most frequented highway of the kingdom, and 
within 22 miles of the capital, this was an ideal 

2^Quoted in Shelley, pp. 100-101. 



home for one who, like Young, combined a meditative 
spirit with a social temperament. The income of 
i. 300 a year, too, would relieve him from all 
financial anxiety. (p. 110) 

The remainder of Young1s life and writings need be 

treated only in brief. In 1731 he married Lady Elizabeth 

Lee, granddaughter to a king: "daughter of Edward Henry 

Lee . • . and Charlotte Fitz Roy, a natural daughter of 

Charles II by the Duchess of Cleveland" (Wicker, p. 97)* 

She was to give him one child, a son Frederick. She died 

in 1740, and Young remained single for the last twenty-five 

years of his life as he had for the first forty-eight. 

Two years after his wifefs death, Young commenced 

the publication of his Night Thoughts, which increased his 

fame and multiplied his wealth many fold. Young did not 

attempt to capitalize upon this new fortune, which he would 

certainly have done had he been the inveterate "place-
2 L. 

seeker" he is frequently accused of being. He withdrew, 

instead, more and more from the world of court circles and 

high ambition, a world which had disappointed him measurably 

beyond what he must have felt were his deserts. He main

tained his true friendships and his parish duties with 

diligence, and outlived nearly everyone who had ever meant 

anything to him. 

2^See Stanley J. Kunitz and Howard Haycroft, British 
Authors Before 1800: A Biographical Dictionary (New York, 
1952), p. 583, for an example of a recent diatribe masquer
ading as biography and criticism. Aside from its sneering 
critique, it is riddled with erroneous information. 
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The last creative work by his hand was Resignation, 

a long poem in ballad stanzas. It was a significant swan-

song only in its theme. In this respect, those who could 

see in him, then and since, only the seeker after preferment 

could gain much from a study of his letters to Margaret, 

Duchess of Portland, discovered recently by the Historical 

Manuscripts Commission among the archives of Longleat. 

These letters make clear that Young had, by middle age, 

abandoned hope of preferment, but Shelley points out that 

it is clear beyond dispute that her Grace Cthe 
DuchessJ and her husband were responsible for 
awakening ambition in Young*s breast and for keeping 
it alive. The evidence shows that again and again 
when the poet had expressed himself as resigned to 
his position, he was unsettled by renewed efforts 
on the part of his titled friends, and urged to 
write letters to and seek interviews with such 
members of the ministry as had control of church 
patronage. (p. 199) 

Besides, as Bowen fairly remarks: 

He certainly merited a bishopric as much as any of 
his contemporaries, and it is regrettable that he 
should have been reduced to such undignified "yelps 
and whines," as one critic calls his appeals for 
advancement; but, when flattering a patron was the 
one means of securing notice it can hardly be con
demned, and fulsome as are Young*s dedications, 
they^are no worse than those perpetrated by greater 
men. ^ 

Young has been blamed, and with good reason, for 

25 
^Marjorie Bowen, "Edward Young," Transactions of 

the Royal Society of Literature. VIII (1928), 59* 
Dryden and Swift may be intended here. Shelley 

reminds us that Swift wrote fulsomely upon Sir William 
Temple, King William, The Earl of Peterborough, and the 
Earl of Oxford. 
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incurring distortions at the hands of his biographers. 

Shelley says: 

Twice in his will he appealed to his executors and 
his housekeeper that all his "manuscript writings 
whether in books or papers" should be burnt 
"immediately" on his decease. That wish seems to 
have been respected, for whereas he must have 
possessed many letters from his numerous friends, 
who included Addison and Swift, and Cibber and 
Tickell and Richardson, no fragments of that 
correspondence are known to exist. (p. vi) 

How much of Young*s own writings were among the 

papers burnt is, of course, unknowable. It was a dramatic 

act, and withal a foolish one, but it may have had roots in 

something much different than repentance for ill writing: 

In his Epistles to Mr. Pope (1730) are the lines: 

Fontaine and Chaucer, dying, wishfd unwrote 
The sprightliest efforts of their wanton thought: 
Sidney and Waller, brightest sons of fame, 
Condemn the charm of ages to the flame. 

It may be that he did not as much share their repen

tance as he hoped to join their immortality by the same act. 

He wanted much from life, and as he confesses in The 

Universal Passion, his own "love of fame" was not least 

among the forces which drove him. 

Croft states that in his testament Young could re

member the names of only two friends. Shelley shows that 

in the document—will and codicil—Young "set down the 

names of four relatives and sixteen friends to whom he left 

bequests or memorial rings—a total of twenty against 

Croft*s two" (p. 257). He gave generously, both in his will 
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and in his lifetime. As Wicker points out, "He had built a 

steeple to the church and had founded a charity school in 

the parish" (p. 100). The bulk of his estate went to his 

son, from whom he had been estranged for many years due to 

an unknown cause. Young, dying, forgave Frederick 

"heartily," as he said, but refused to see him. This 

hardness perhaps may be attributed to senility—the poet 

was nearly eighty-two—but it is not all one would have 

hoped from him. 

The entire village of Welwyn turned out for his 

funeral but apparently no one of real prominence attended. 

As the Annual Register records it: 

lUisl great genius, abilities and piety, placed him 
in the foremost rank of literature, for almost half 
a century. . . . Such, however, was his fate that, 
towards the latter part of his life, he was but 
little talked of; a manifest instance, that when 
any man, how great soever, resolves to forsake the 
world, the world is willing enough to leave him. 
. . . While all Grub-street was in mourning at the 
death' of a much inferior genius Cthis could be one 
of several persons}, he passed as silent to the 
grave as piety or modesty could wish.26 

2. Young*s Relations with the Other Writers of His Time 

Young*s relationship with the men of letters of his 

time was both extensive and durable. He was, it may be 

fairly said, one of those near the center of the circle, not 

at the fringe. 

"Characters," The Annual Register . . .For the 
Year 1765. 4th ed. (London, 1784), p. 31. 



His companionship among the men of letters began, 

as noted, during his Oxford days. William Harrison, a very 

minor writer, was his closest friend until his premature 

death, and the two formed with Tickell a more or less 

permanent triumvirate (Shelley, p. 1&), each acting as 

critic of the others1 productions.2^ 

In 1713 Tickell brought Young to Button*s Coffee 

House and the companionship of Addison and his circle. 

Young made his way rather rapidly from that point on. By 

the year following at least he was closely acquainted with 

Pope and Gay, his character and disposition clearly known 

to them, for Pope writes thus to Gay in May, 1714: "In a 

word, Young himself has not acquired more tragic Majesty in 
2g 

his aspect by reading his own Verses than I by Homer1s." 

Despite Pope*s obviously good-humored approach to 

Young's still-youthful seriousness, and despite Young*s 

friendship with both camps in the Iliad warfare, Pope and 

Young seem to have maintained a close relationship at all 

times. In June, 1715, "The poet Young . . • was evidently 

Pope*s agent in distributing the Iliad in Oxford" (Sherburn, 

p. 294, note). He was, further, a close enough friend to 

2?Young included a tribute to Harrison after the 
latter*s death within his Epistle to Lord Lansdowne. 1712, 
and again in the memorial tribute to Addison, 1719• 

2 ft 
The Correspondence of Alexander Pope, ed. George 

Sherburn (Oxford, 1956), I, 223. Young had by now published 
his Last Day. The Force of Religion, and a few other "heavy" 
items. 
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write Pope telling him that Tickell*s seemed to be the pre

ferred translation (Sherburn, p. 295)• 

In 1717, during his Irish sojourn with Wharton, 

Young became friends with Swift. The latter, as will be 

seen, could be both harsh and kindly in treating of Young. 

The first hint we have of Young*s seeking critical 

advice from Pope is contained in a letter dated May 2, 1723: 

I much want that instance Your Friendship I mentioned 
in my last, a Friend Ship Ifm very sensible I can 
receive from no One but Your self . . . nor can you 
be at a loss to conceive how a Trifle of this nature 
may be of serious moment to me.~ . While I*m in 
hope of the great Advantage of your Addvice about it 
I shall not be so absurd as to make any farther step 
without it. . . . (Sherburn, p. 171) 

A number of circumstantial details make it appear that he 

is asking Popefs advice on his play The Brothers, perhaps 

just begun at this time. Two years later he discussed the 

same play with Lady Mary Wortley Montagu. Shelley notes, 

however, that he was more anxious then for its financial 

prospects than its artistic elements; he was in "great need 

of money" (p. 91).^ 

Through George Bubb Dodington, Young met great 

numbers of the other "lettered Augustans." Dodington, who 

adopted the surname "in memory of an uncle who had died and 

left him master of a large fortune" (Frank, p. 72), was only 

^But within a few months Young received the Civil 
List pension from Walpole, and promptly withdrew the play 
from the boards. He may have been having genuine misgivings 
about the stage now that he was in orders, but not strong 
enough to prevent its use if it were a matter of going hungry. 
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an occasional writer himself, and then quite a poor one.^° 

He brought to his Dorsetshire estate at Eastbury nearly 

every leading writer who would come, among them Young, 

Thomson, and Voltaire. 

During the Dunciad controversy, which enters into 

consideration in a later section, Young was rather eagerly 

solicited by both sides, until finally in 1730 he threw in 

his lot with Popefs side in the Two Epistles, mentioned 

earlier. This confirmation of a friendship of long standing 

was accomplished across, and in spite of, a line of battle 

between the two poets regarding the theory of satire it

self. ̂ 2 This stands as witness to the measure in which 

Young's friendship with Pope was personal as well as 

literary. 

At some indeterminate date, possibly in the late 

1720*s, Swift penned a nonsensical "History of Poetry" in 

seven paragraphs, and in the final paragraph summed up the 

poets of his own times in this way: "I will therefore only 

venture to lay down one Maxim, that a good Poet, if he 

designs to Tickle the World, must be Gay and Young: but 

•^°Pope dubbed him "Bubo" in a later satire. 

•^Many years later Voltaire could still speak of 
Young as "my old friend," while deriding his works. 

32See following, Chapter IV, "The Idea offProperf 

Satire." 



if he proposes to give us rational Pleasure, he must be 

grave as a Pope."33 Thus, as far as Swift was concerned, 

Young was among the acknowledged leaders in contemporary 

literature. 

Fielding, writing much later in his Covent Garden 

Journal, reminisced about the reign of "King Alexander" 

[P°pe] in this way: 

He did indeed put a total Restraint on the 
Liberty of the Press; For no person durst read 
any Thing which was writ without his Licence and 
Approbation; and this Licence he granted only to 
four during his Reign, namely, to the celebrated 
Dr. Swift, to the ingenious Dr. Young, to Dr. 
Arbuthnot, and to one Mr. Gay, fpur of his prin
cipal Courtiers and Favourites.34 

It may be justly inferred that, among the writers 

themselves, Young's eminent position was unquestioned, 

whatever they affected to think of his writings. In a 

society which often valued wit above nearly all else, he 

must have satisfied his peers on that account at least. 

In 1744 an ending and a beginning in literary and 

personal friendship came to the poet; Pope died, and 

Samuel Richardson became Young's friend. It was a sound 

and mutually fruitful friendship; the poet and the novelist-

printer exchanged critiques of each other's offerings until 

the day of Richardson's death. 

3^The Poetical Works of Jonathan Swift, ed. Harold 
Williams (Oxford, 1937), II, 418. 

34-Henry Fielding, The Covent Garden Journal, ed. 
Gerard Edward Jensen (New Haven, 1915), #23, I, 274. 
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3. The Satires and Young*s Personal Concerns 

The rewards and penalties of writing satire are in 

certain respects more immediately apparent than those of 

writing in other literary modes. To Young, the personal 

rewards were soon in coming and rather clearly defined; 

the penalties were somewhat slower to accrue and more 

diffuse in effect. 

That the satires were immensely popular can be 

estimated from their editions.35 They brought to Young so 

much money that several different stories gained circulation 

regarding the source of the money. Thomas cites the Duke of 

Grafton as one source offered for an alleged gift of fc 2,000 

to Young for the satires (p. 108). Spence gives a second

hand report through Rawlinson that "a little after Dr. Young 

had published his Universal Passion, the Duke of Wharton 

made him a present of two thousand pounds for it. . . . The 

Duke . . . said it was the best bargain he ever made in his 

life, for it was fairly worth four thousand.Croft does 

not mention Grafton^? and discounts the Wharton story as 

seeming "to have been raised from the two answers of Lord 

35see following, "The Satires* Publishing History." 

^Joseph Spence, Anecdotes. Observations, and 
Characters of Books and Men. Collected from the Conversa
tions of Mr. Pope and other eminent Persons of his time, 
ed. S. W. Singer (London, 1820), p. 255. 

37 v "Although Thomas erroneously says he does, Le Poete. 
p. 10$. 
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Burleigh and Sir Philip Sidney in Spenser^s Life" (Johnson, 

Lives, pp. 376-377). 

Thomas points out what is likely the most cogent 

reason for disallowing Whartonfs gift at this point: The 

Duke was in no financial condition to give such funds away; 

in fact, within a year and a half he was to have his library 

and goods confiscated by the government and sold at auction. 

Further one recalls that Young was finding it impossible to 

collect even the L 200 pension promised him by Wharton 

years previously, according to Thomas (p. 109). 

Croft states without equivocation that "By The 

Universal Passion Young acquired no vulgar fortune, more 

than 3,000 1." (Johnson, Lives, p. 376) but leaves the 

question hanging as to whether or not any of that amount 

came from some patron. As Thomas notes, "Le champ rest done 

libre aux conjectures, puisque le fait du cadeau princier 

nfest conteste par personne" (p. 109). He offers, on what 

seem plausible grounds, his nomination for the benefactor, 

"le due de Chandos, dont les relations avec Young sont 

certaines" (p. 109). Young*s correspondence, at least, 

reveals no such financial worries after the satires were 

published as it had in the years previous.3** 

Perhaps all that can be said is this: It is likely 

that Young received, in addition to substantial funds from 

3Sof course, he had also received the pension, a 
gift which may have been due partly to the satires. 



the publication of his satires, a generous gift from one of 

his patrons but not the Duke of Wharton. 

A second form of direct reward to Young came in the 

form of reputation. It is true that, through his tragedies 

and his general reputation among the circle of wits, he was 

not unnoticed by the public; he was, perhaps, a "minor 

light" in the public esteem. But as Bailey states, "the 

satires of 1725 to 172S, collected under the title The 

Universal Passion, or The Love of Fame,39 fixed his reputa

tion as one of the leading wits" (p. 203). There seems to 

be no disagreement among scholars as to this effect. 

Young, then, if he chose to estimate the visible 

rewards of his first efforts at satire, could hardly have 

been displeased: They brought him wealth and many decades 

of real fame. 

The penalties to Young from having written the work 

have been variously estimated. Society seems, from its 

earliest moments on, to have entertained a certain fear of 

the satirist such that he always places himself in some 

danger by the use of his art.^ 

The question exists as to why Young, certainly among 

the most talented and companionable clerics of his day, was 

^^Bailey has the title somewhat put of order. The 
collected work was published as Love of Fame. The Universal 
Passion. 

^^For an imaginative discussion of this topic see 
Robert C. Elliott, The Power of Satire, passim. 



never thought worthy of preferment, and spent his entire 

church career in the parish of his first assignment. 

Indeed, he had to wait some five years after ordination 

even to receive that humble living. ̂  

As Bowen reminds us, "He certainly merited a 

bishopric as much as any of his contemporaries" (p. 59). 

A deanery would not have been below his attainments. 

Various reasons have been sought, in his own day and ever 

since, for Young's lack of advancement in the church. Croft 

offered his political associations as perhaps the main 

reason, citing his one-time connection with the Prince of 

Wales (Johnson, Lives. pp. 399-400). Frank states that his 

"connection with Philip, Duke of Wharton . • . was, I 

believe, a serious hindrance to Young's later career in 

politics and the church" (p. 2). Bowen recalls a story 

first printed in the Biographia Britannica (according to 

Croft) regarding Young's loss of composure before the King: 

"A sermon before King George II caused such obvious restive-

ness on the part of his Majesty that the disappointed Young 

burst into tears; this unfortunate episode may have been the 

cause of his lack of preferment" (Bowen, p. 62). 

Nevertheless, political enmities and alliances were 

as unstable and as soon forgotten then as they are now; 

Wharton had embarrassed many in the courtly circles besides 

^Allowing his ordination to have been sometime in 
1725, he was given the Welwyn rectory in 1730. 
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Young but they had not had to suffer forty years because of 

him. Certainly no one, in public or private correspondence, 

had ever questioned Young*s loyalty at the time of Wharton*s 

treachery or afterwards. As for political associations, it 

was a rare Anglican clergyman who did not have many such, 

and wish for more; the two were recognized bedfellows.^ 

George II may have been, it is true, the sort of 

person who would never forgive such a lack of composure as 

Young*s in the instance of the sermon at St. James*s. But 

the Biographia gives this as an anecdote; it is repeated in 

no other sources and may very well be without foundation. 

Further, we have Young*s appointments as Chaplain to the 

King (172$), evidence that he preached before the Court or 

Parliament on more than one occasion (1727; 1729; 1734), as 

well as his appointment in 1761 as Clerk of the Closet and 

Reader to the Princess of Wales, all standing as evidences 

that Young had some small favour with the court, but favour 

too slight, indeed, to be of real value to his career. 

It is possible to make the case that the satires 

themselves stood as the sufficient reason for Young's 

neglect. First, the content—and we remember that these 

satires were read and re-read throughout several decades— 

may have undone him in the Queen*s eyes. Despite Young*s 

^See Stephen, English Literature and Society, passim. 
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direct addresses and dedications to her in other works^ 

Young had "sans doute offensee par les allusions elogieuses 

certaines, ou supposees telles, dans ses Satires, en 

l'honneur de sa rivale, Mrs. Howard, la .favorite du 

monarque, et par son horamage a Sir Spencer Compton, odieux 

a la reine pour le meme motif" (Thomas, p. 122). 

Compton received an open tribute in the satires; 

Mrs. Howard*s was somewhat disguised but quickly recognized. 

In this rivalry, historians enjoy noting that it was the 

Queen who eventually emerged with the power which Mrs. 

Howard had been adjudged by many of her contemporaries to 

be sure of receiving. 

Also contained within the satires are many reflec

tions of the "Letter to John Poins" type, in which court 

affairs, court manners and court morals are held up to 

scorn, as are those who hold the court to be the rewarder 

of virtue and merit and the truest path to deserved advance

ment. This instance may be taken as typical—in Satire I; 

Fools grin on fools, and stoic-like, support, 
Without one sigh, the pleasures of a Court. 
Courts can give nothing to the wise, and good, 
But scorn of Pomp, and love of Solitude. 

(11. 233-236) 

The sham of court society as a whole is, in fact, a 

prominent theme in the satires. For Young*s purposes of 

preferment it would have been better had the Satires been 

^See above, Young's letter to Mrs. Howard, p. 19. 



poorly received and quickly forgotten. Such lines as the 

above were not calculated to please a King and Queen. 

Above and beyond the particular content, the satires 

simply as satire, and the fact that Young came to be most 

widely known as a satirist (rather than poet or tragedian), 

may have been enough in the Court's eye to justify their 

passing over him. Swift, writing to Charles Wogan on 

August 2, 1732, said: 

As I am conjectured to have generally dealt in 
raillery and satire . . . although such an opinion 
has been an absolute bar to my rising in the world 
Citalics mineJ yet that very world must suppose I 
followed what I thought to be my talent, and 
charitable people will suppose I had a design to 
laugh the follies of mankind out of countenance. 
and as often to lash the vices out of practice.^ 

Scholars are accustomed to allowing the truth of 

this in regard to Swift, although his monumental talent and 

erstwhile political usefulness at least had taken him as 

far as a deanery. 

There is the natural human hesitation in dealing 

with the satirist, which reminds one that "you never know 

when he will turn upon you." Thus it is highly probable, 

I believe, that Young*s reputation as a satirist, combined 

with certain specifically offensive (to the Court) materials 

in the satires, was the largest bar in his progress toward 

preferment. Not even the immeasurable piety and popularity 

^Jonathan Swift, Correspondence. ed. F. Elrington 
Ball (London, 1910-14), IV, 329-330. 



of the Night Thoughts two decades later could quite unfix 

that reputation. 

Aside from the way in which the publication of the 

satires affected Young*s life personally, it is pertinent 

to explore certain of the ways in which Young*s life and 

experiences affected the writing of the satires. 

Chronologically, Young*s close attention to The 

Universal Passion covered a space of somewhat over four 

years that we know of, from the satires* inception in 1724 

to the issuing of the revised second edition in 1728, after 

which time Young neglected them.^ We can trace them back 

in time to July, 1724, when Young in a letter to Tickell says 

I am particularly unhappy that the Sea is between 
us at this time, for tho* I hope you Will not read 
the Satire I send you without a Pen in Hand, yet 
it must have received greater advantage if I was 
with you too. In this work I think I have more 
than a common title to your assistance, since the 
first hint of it came from you.4-" (Tickell, p. 102) 

Later that year, in November, Young addressed his 

friend again: "Since my last to you I set a Subscription 

on Foot, which perhaps it is proper for me to confine on 

this side of the Seas . • ." (Tickell, p. 104). Frank is 

convinced that this was an attempt toward a subscription 

^See following, "The Satires* Publishing History." 

^This may allude to a time as far back as Oxford 
days together, or to something Tickell had written Young 
in more recent days. If the latter, we might have been 
able to establish the real germ of the satires had Young 
not ordered his correspondence destroyed at his death. 
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publication of the satires which aborted for lack of 

support (p. viii). 

That the writing of satire demands a self-conscious 

world view is a truism. However, since Young had never 

before 1725 published any satire, we may rightfully look for 

something to have established that world view within him. 

One cannot read the seven satires which comprise 

The Universal Passion without being struck by a repeated 

tone which, while not dominant, is recurrent enough to be 

unmistakable. The Cambridge History of English Literature 

defines it accurately, I feel, as "the effect of personal 

disappointment" (X, 158). Some, like Wicker, believe that 

"Young experienced little else but disappointment all his 

life. The deaths of friends and relatives were numerous. 

He did not attain what he wished at school, at college, 

in politics, in the law, in literary patronage and recog

nition, in church honors and preferment, in the happiness 

of married life" (Wicker, p. 37). However, others such as 

Saintsbury believe: 

his solid reasons for disappointment may appear 
small. For a time, in his youth, he had ill luck— 
missing, by the mere fact that there was no vacancy 
till he was superannuated, the Fellowship usual when 
a boy from Winchester became a man at New College. 
But he was only five-and-twenty when he was not only 
in a way "made" for life by becoming a Fellow of All 
Souls, but . . . his Fellowship was in law, and 
therefore a lay one, while he could make the best of 
both worlds ... by the option of taking orders, as 
he actually did later, with the immediate result of 
a rich college living. ... He acquired some 
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reputation as a man of letters and a dramatist ,„ 
fairly early, increased it as he went on. . . 

But a recitation of one*s blessings is not proof 

against disappointment. Disappointment is too frequently 

keyed to the height of onefs ideals and ambitions, and to 

the discrepancy between them and actual attainment. Thus, 

while Bailey may have roundly overestimated Young*s literary 

stature, she may be essentially right in speaking of: 

the crippled thunder which rolled at the poetfs 
own heart. Too easily called pride, soured am
bition, resentment, it is the weariness of spirit 
which falls upon the large nature, knowing itself 
forceful and commanding and unable to prove itself 
completely. . . . This is the spiritual disorder 
which beset Edward Young and Jonathan Swift, who 
loved the action of the world as athletes love a 
trial of strength, and found themselves but hollow 
on-lookers at the games. (p. 202) 

If there were not something akin to this at the 

heart of Young's character, if in fact that pervasive mood 

of disappointment in the satires were based upon less funda

mental, even superficial, concerns, then the solid fame and 

wealth which the satires brought to him should have miti

gated that feeling substantially. That this did not occur 

can be seen in a later glance at the sermon, A Vindication 

of Providence. 

Positing for Young such a bent of temperament as 

Bailey interprets, still 1724-25 can be seen as clearly 

ending a sequence of events which would justify satiric 

^George Saintsbury, The Peace of the Augustans. 
A survey of eighteenth century literature as a place of 
rest and refreshment (London. 1916). P. 61. 
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expression from a person like Young. Thomas summarizes it 

thus: 

Cette date (1725) a l'avantage de coincider avec un 
changement important dans 1*existence de notre auteur 
y compris son entourage, ses amities et ses aspira
tions. Jusque-la, en effet, il a vecu, et surtout 
il a voulu vivre, pour le monde et un vue de succes 
mondain. Soutenu par une ambition legitime, sinon 
tou,jours bien avisee, il a travaille sans reltche, 
a l'Universite comme au dehors, si se creer une 
position brillante. En 1722, le succes semble 
assure, un Mecene puissant lur promet de grands 
revenus, lui-meme aspire a jouer au Parlement un 
role politique et quitte Oxford pour Londres. 
Mais les mirages de la speculation l'ont trompe, 
les electeurs ne savent pas apprecier son merite, 
les influences sur lesquelles il comptait lui font 
defaut, et assagi par 1'experience sans avoir com-
pletement appris la lepon qu'elle lui presente, il 
sonde le couer humain et ses folies. (p. 8 6 )  

If we recall that during the same period he was both 

writing his satires and deciding finally whether or not to 

take orders in the church, that his ordination and the 

satires* publication were contemporaneous, then even 

greater weight is added to Thomas* summation above. In 

1725, at the surprisingly advanced age of forty-two years, 

Edward Young finally became as fully awaicened as he would 

ever be to the vanity of the world and its ways, and the 

foolishness of Edward Young's pretensions within that world. 

He must have experienced a Kind of Lilliputianizing of him

self and all he had once called the Real Life, a life 

examined before a now-dispassionate soul's eye which had 

been given its elevation by surmounting its disappointments 
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instead of remaining buried under them.^ 

Still, the satires were not the lugubrious melody 

of his "swan-song," Resignation, the poem noted earlier. 

He hoped, however undefinedly, to accomplish something by 

them. Frank says: 

Young had good reason to be bitter about his past, 
worried and cautious concerning his future. He was 
in a mood to write satire, and he had plentiful 
material for it. Yet the precariousness of his 
situation was bound to exercise a restraining in
fluence on his pen. He was not Cyet3 financially 
independent as was Pope when he wrote his satires; 
he had still to establish himself in the world. 
The occasional panegyric which is so unwelcome in 
satire, the peculiar blending of praise and blame, 
the objectivity and lack of personal vituperation, 
the studied typicality of the characters—all arise 
from this circumstance. (pp. 15-16) 

Frank, I believe, stretches matters in saying that 

"all arise from this circumstance;" there is more than 

personal circumstance behind the satires, as will be 

demonstrated later.^ But he is right, I believe, in 

feeling that a writer such as Young, who had never yet 

written without some idea of patronage or preferment as a 

^Harry Hayden Clark, "The Romanticism of Edward 
Young," reprinted from Trans, of Wisconsin Academy of 
Science. Art and Letters. XXIV (19^9)> holds the interesting 
thesis that the cause of his contempt for the world, as 
expressed literarily, was not a product of personal grief 
or spoiled ambition, but grew out of his concept of original 
genius. To a point this is a defensible and productive 
thesis, but it demands of Young that he be a far more 
rigorous philosopher than biographers have been able to descry. 

^See following, Chapter III, "In Defense of the 
Satires1 Artistry." 



partial motive, would not be able to abandon wholly such an 

approach while writing even in such a mode as satire. He 

was still, even with what may have been a new world view, 

bound by circumstance to a certain degree. 

Five' of the seven satires bore open dedications: 

The Earl of Dorset, George Bubb Dodington, Sir Spencer 

Compton, Lady Elizabeth Germaine, and Sir Robert Walpole. 

Two contained dedications to persons un-named, one of whom 

Frank makes a convincing case for as being Lumley, second 

50 
Earl of Scarborough (p. 70 ff.) and the other supposedly 

Lady Henrietta Hobart Howard, according to Hugh Walpole.^ 

The only one Young knew of the five openly named was Doding

ton. The dedication to him must surely have been by way of 

thanks, as well as in hopes for continued favors. Frank 

casts these dedications against Young*s past efforts: 

Young*s early dedications had been haphazard and 
ineffectual; those to the satires were calculated 
and bore fruit. All five of his patrons were Whigs 
of power and influence . . . and a nice sense of pro
priety is shown in the ascending importance of his 
patrons: Dodington, Compton, and Walpole.(p. 76) 

^This is based on some splendid good luck while 
proceeding with a painstaking textual study. 

SI y Annotator of one edition of the satires. Walpole 
popularized an endless game of trying to match a living 
person against every figure in the satires, undoing thereby 
much of what Young hoped to achieve in writing them. See 
following, Chapter IV, "The Idea of *Proper* Satire." 

"*2Shelley says (p. 90) that Walpole had "already 
placed the poet under a weighty obligation"—meaning the 
pension—and therefore Young had nothing more to expect from 
him. His chronology is off here, since the dedication was 
published in January, 1726, and the pension granted the 
following May. 



42 

The dedication to Germaine may have been, as the 

poet seems to indicate in the poem (Satire VI: 1-12), a 

"shot in the dark." Frank tells us (p. 8&) that she was 

a rich young widow whose father was the Earl of Berkeley. 

No signs can be found that she was ever of aid to Young. 

The dedication of Satire I to Dorset was perhaps 

a graceful way of recalling the satires of a pre
vious generation CThe present Earlfs father had 
been a sometime satirist and lavish patron.J, a neat 
way of suggesting a revival of the tradition of 
patronage, and a shrewd way of complimenting the 
Whig party through one of its noble adherents. 

(Frank, p. 70) 

The dedication seems to have had no direct reward, however. 

Sir Spencer Compton, recipient of praise in 

Satire II. was a sound choice for a dedication. Frank 

relates again that he was a Speaker of the House of Commons, 

a great favorite of the Prince of Wales, and might, 
upon his coming to the throne, have become chief 
minister. ... We may assume that Young had a re
ward commensurate with his expectations (from 
Compton), for a year later he dedicated the second 
of his Night.Thoughts to Compton, then Earl of 
Wilmington.53 (p. 74)  

Young had aimed carefully enough here so that the 

rewards of patronage came swiftly indeed. It is worth re

iterating that he was the only writer ever pensioned by 

Walpole. The dedications served, however, another more 

laudable purpose, as will be seen in Chapter III. 

^Let it be noted to Young*s credit that the Earl 
by then had been for some time out of favour with the Queen. 
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Personally, then, these satires garnered for Young 

recognition from the Court (through Walpole), recognition 

among his peers as a writer, the praise of' the public, and 

money more than enough. If he had been a shallow man, all 

of this should have changed his outlook materially, for it 

was by way of refuting the deepest and bitterest accusation 

Young made throughout the satires, that merit goes unre

warded and only sham and dissembling can bring worldly 

success. An examination of the sermon, A Vindication of 

Providence, or A True Estimate of Human Life, alluded to 

earlier, will show that such a change did not occur. 

The sermon, one of the most popular in its day, 

went through five editions in a decade, according to Wicker 

(p. 101). It was preached on the occasion of the death of 

King George I, and was printed with a dedicatory letter to 

Queen Caroline. This was in June, 1727, nearly two years 

after the first enthusiastic reception of his satirels, and 

more than a year past his pensioning by Walpole. 

In the prefatory letter, which is colossally mis

leading in terms of the sermon*s contents, he tells the 

Queen that he intends to 

make it manifest, that Providence is not only 
Gracious in the composition, studious of the 
accommodation, preventive of the accidents, 
corrective of the mistakes, and liberal to the 
wants of man, but lavish also to the Luxuries of 
Man; and that God does not only permit but enable 
us, and not only enable but enjoin us to be Happy. . . . 
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He then proceeds, within a massive architectonic, and in 

25,000 words of'unalloyed world-weariness, to paint a view 

of life such as the Preacher in Ecclesiastes saw, where all 

is vanity and pretense. The themes are, unquestionably, 

not new either to Christian hortatory prose or to the 

English pulpit. Further, the avidity of the public accep

tance attests to the congruence of the themes with popular 

sentiment. Having granted this, however, there remains the 

inescapable feel of "truth personally discovered," giving 

rise to the power and even beauty of expression which lifts 

the conventional idea into the reaches of sublimity. Young 

is saying nothing which might not have been said by many 

educated clergy of his time; but one is convinced in the 

reading that he means what he says. 

I was Happy, a few may possibly say, I shall be 
Happy, Most say, I am Happy, None: Now if None 
are Happy on the Present, it is a Demonstration 
that Happiness is absent from us All. The Present 
is all that our Parent Nature, properly, gives us; 
and That, like peevish Children, we will not taste: . . . 

(p. 67)  

Again, 

If we examine, we shall often find, that after 
burning with some vehement Desire, we are quieted 
by Despair, as much, and perhaps more happily. 
than we should have been by Success. . . . If we 
could but lay aside but Two Things, First, our own 
Imagination, which makes us think Things necessary 
which are not; Secondly, Our Deference for the 
Opinion of the World, which makes us Incapable of 
being Happy, unless we are Thought so, the Majority 
of Mankind would be much Happier than they, at 
present, imagine. ... (p. 55) 



And, 

What is human Happiness? A Word! A Notion! 
A Daydream! a Wish! a Sigh! a Theme to be 
talk*d of! a Mark to be shot at, but never 
Hit! a Picture in the Head," and a Pang in the 
Heart of Man. . . . our Affection pursues it 
warmly, and our Experience despairs of it 
irretrievably. (p. 71) 

Even more telling: "Our Preferment is our Punishment; and 

the Consciousness of our Worth is at once our Pride and our 

Affliction: How unpromising a Scene is that for Happiness, 

where our Merit increases the number of our Pains?" 

A number of these sentiments are adumbrated in 

portions of The Universal Passion, but few so forcefully 

and feelingly written as here.^ The world view underlying 

the mood of the satires seems to rest upon well established 

conviction of the spirit at least as much as mere dis

appointment in prospects, and neither fame nor wealth nor 

prestige could change what Edward Young had learned to see 

and to feel about life. 

At the end of the sermon, realizing the awesome 

gloom of man's life as he had portrayed it, he promised to 

write the "balance," that is, the pleasant and hopeful side, 

in a second discourse. It is probably significant that he 

never wrote it; he did not, we may surmise, feel the 

truth of it. 

^Certain of these parallels will be indicated in 
Chapter IV following. 



Young must have been aware of the sermon's popular

ity with the public. When, thirteen years later, he began 

the issuance of his Night Thoughts he was, in a very real 

sense, merely continuing with this sermon. And the sermon 

seems indeed to be a kind of post-script to the satires. 



CHAPTER II 

THE POPULARITY OF THE SATIRES 

1. The Satires* Publishing History 

Sheer statistics are still the most accurate way of 

gauging an author*s public reception. In the case of 

Young*s The Universal Passion the statistics also help to 

dispel rather gross misconceptions concerning the poet*s 

reputation. For the better part of two centuries, whenever 

Young has been anthologized he has been represented by 

selections from his Night Thoughts, with the result that 

he has acquired after his death a literary reputation quite 

different from that during'his lifetime. Walker was not 

off the mark in saying: "in the age of Pope, Young was, 

after Pope himself, esteemed the foremost of satirists in 

verse, and his seven satires on the Universal Passion . . • 

ranked second only to the works of the master."1 

There are, prior to 1939, only two serious attempts 

to trace the publishing history of the satires, one done 

for the Cambridge Bibliography of English Literature, and 

the other by Walter Thomas for Le Poete. It was not, 

•*-Hugh Walker, English Satire and Satirists (London, 
Toronto, and New York, 1925), p» 223. 
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however, until Frank*s arduous detective work that a reason

ably full and accurate study was available, although 

unpublished. Thomas had been able to locate five of the 

original satires as singly published in London, five Dublin 

piracies of the foregoing, and four editions of the col

lected satires. The Cambridge Bibliography. adding to the 

findings of the British Museum Catalog, located all seven 

of the initial singly-published London versions, four 

London editions of the collected satires, and one Dublin 

piracy of the same. The table beginning on the following 

page illustrates the data thus far compiled. 

The editions listed for Dublin and Edinburgh were, 

of course, piracies. As Frank indicates (p. 34 ff.), it 

would be an impossible task to trace all of the piracies, 

but the indications so far collected show that there must 

have been a great many of them. Frank traced several of 

the Edinburgh piracies to the shop of Alan Ramsay, printer-

poet. ̂ 

Frank elucidates what had been a mystery of sorts, 

as to why each satire as it originally appeared in London 

during 1725-25 had borne the house of J. Roberts as printer, 

when in the last of the satires Young clearly calls Tonson 

his printer (VII: 115-116). Tonson, it seems, now on the 

2 See his Dissertation, Appendix A. 

-'Or poet-printer, depending upon one's estimation 
of his talents. 
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Table 1 

THE PUBLISHING HISTORY OF THE SATIRES 

Date Indicated by: 
Thomas CBEL Frank 

1725 I, London same same 
If II, London same same 
tl III, London same same 
Yt IV, London same same 
It I, Dublin, 2nd ed. adopts Thomas here 
II Ill, Dublin it 11 11 
II IV, Dublin —  —  — —  it ti 11 
It —  —  —  - I, Edinburgh 
II II, Edinburgh 
II — * III, Edinburgh 
II IV, Edinburgh 

1726 II, Dublin _ _ _ adopts Thomas here 
11 The Last. same 

London 
11 —  —  — - The Last, Dublin 
11 I, Edinburgh 

(though claiming 
to be printed 
in London) 

11 The Last. Edinburgh 

1727 V, London same 
ti _ _ _ _ _  V, Dublin 
11 — — —  — - V, Edinburgh 

(though printed 
as VI) 

1728 Collected, 2nd same same 
ed., London 

11 — _ _ — VI, London same 
11 _ — — _ VI, Dublin 
11 — II, Edinburgh 
ti VI, Edinburgh 

(though printed 
as VII) 

it Collected, 2nd ed., 
Dublin 

1730 Collected, 3rd same same 
ed., London 
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Table 1—Continued 

Date 
Thomas 

Indicated by: 
CBEL Frank 

1731 

it :::: 
Collected, Lon

don (probably 
erroneous) 

Collected, 3rd 
fid-. Dublin 

same 

1741 

ft — 

Collected, 4th 
ed., London 

Collected, as 
Vol. I of 
"Works," 
London 

same 

same 

1750 .... Collected, "10th" 
ed., London 
(numbering here 
is a mystery) 

1752 

ii 

Collected, 5th 
ed., London 

same same 

Collected, 6th ed., 
Dublin 

1753 Collected 
(American?) 

1760 Collected, 6th ed., 
London 

1762 Collected, with 
"Last Day," 
London 

— adopts Thomas here 

1763 Collected, 6th ed., 
London 



verge of becoming a "publisher," commissioned Roberts to 

print the works; Roberts never advertised The Universal 

Passion in his own lists, and Tonson did (Frank, p. 32 ff.). 

A certain amount of confusion has also resulted 

from the appearance of Satire the Last in 1726, to be 

followed by the fifth and sixth satires in consecutive 

years; V and VI formed a duo on the theme of Women, written, 

apparently, after Young had thought he was finished with 

the series. 

Frank also holds the plausible position (pp. 24-25) 

that Young intended to publish only I and II originally, but 

was persuaded to continue by the enthusiasm with which the 

first satires were greeted. In the second satire, lines 

273-234, Young has composed a type of requiem for writers 

of verse and seekers of fame, with distinctly personal 

application, which does seem indeed a fitting end for the 

series. Another supporting indication, which Frank does 

not mention, is that Young dedicates both of these original 

satires to the same person, Dorset; he is careful through 

the rest of the series, to raise separate tributes with each 

new satire. Had he originally intended more than the first 

two, it is most likely, given what we know of Young, that 

he would have dedicated the second to some other patron. 

A study of the foregoing table reveals much of 

interest. The first, of course, is that The Universal 



Passion in one form or another was almost continuously in 

print for nearly forty years (1725 to 1763). After this 

time, its separate publications ceased and it continued its 

printing life as an appended work within editions of Night 

Thoughts. or within the many editions of the poet's Works. 

Remembering that Young commenced issuing his Night Thoughts 

in 1742, and that these were among the most popular works 

ever printed in English, it is striking to discover that 

his satires still continued as highly popular separate pub

lications for twenty years after Night Thoughts first 

appeared. 

Again, one notes that the issuing of Pope's popular 

satires about 1730 resulted in no significant slowing of 

the demand for Young*s work. "This list," as Frank says, 

"refutes the belief that Pope's satires drove Young1s from 

the field" (p. 30). Crawford adds: 

The Universal Passion . . • was popular from the 
time of its appearance; and neither the greater 
reputation of Pope nor the subsequent popularity 
of Young's own' Night Thoughts served to destroy 
Young's reputation throughout his lifetime as one 
of the leading satirists of his age.^ 

As was so often the practice of his time, Young 

issued the satires anonymously. It was not until the 1741 

edition of his Works (which, Young, according to his letter 

in the Introduction, had no time to review or revise) that 

^"Charlotte E. Crawford, "What was Pope's Debt to 
Edward Young?" English Literary History. XIII C1946), 157. 



his name was printed in conjunction with the satires. How

ever, there was no othfer attempt to conceal the authorship; 

before 1725 was out, the work was openly attributed to him 

in other publications, as will be seen in the section 

following. Young never attempted to deny authorship. Among 

his reasons for anonymous publication may have been simply 

his admiration for Swift and Pope, who were prone to this 

practice; but he had the example of centuries of English 

literary practice behind him. 

Young made two revisions of the satires. The 

initial, as noted in the Preface, was in connection with 

the first Collected edition in 1723, and may be called pri

marily a textual revision. The second, in preparing the 

1757 "authorized" edition of his Works, was primarily a 

topical revision. It was with the 1723 edition that Young 

prefixed, perhaps for purposes of clarification, the words 

Love of Fame before The Universal Passion in the title. 

The work has been known by both names ever since. 

For the purposes of this study it is irrelevant to 

explore the minutiae of the two revisions. Frank1s summary 

analysis is valuable here: 

Collation of the Tonson 1723 octavo with the Roberts 
folios reveals a surprising number of alterations; 
about one third of the lines in each satire show 
change of some sort. . . . Most of these are of the 
sort called "insignificant" having to do with punc
tuation, capitalization, and italicization. . . . 
In the Roberts editions generally, capitals were 
very freely used, italics sparingly; in the Tonson 



edition, many words that had been capitalized were 
given greater emphasis by being put into italics. 

(pp. 44-45) 

Further, regarding the few "heightened" lines, Frank says: 

Looked at individually, each change represents an 
improvement, I think. And collectively too they 
are significant, for . . . Young did not merely 
patch up a few places he knew to be weak; he made 
a thorough review of his work before the Tonson 
edition was published. After 1728 Young appears 
to have paid no attention to editions of his 
satires, either authorized or unauthorized. . . . 

(p. 50) 

That is, he paid little attention to them until the 1757 

edition of his Works. In revising The Universal Passion 

for this edition, Young used an entirely different editorial 

process: Nearly all the changes were to eliminate "dated" 

events or insults he did not mean any more. As an instance 

of the former, the 1757 revision dropped the last twenty 

lines of Satire VI. which were clear enough in meaning 

during the pamphlet warfare of the 1720fs but thirty years 

later were largely obscure. It was, says Frank, "essentially 

an old manfs way of revising" (p. 53). 

2. The Critical Reception of the Satires 

In any meaningful sense, critical estimates of the 

satires by YoungTs contemporaries are non-existent. 

Critical journals were not on the scene of English letters 

until the 1730*s.^ The esteem, or lack of it, accorded the 

^Gentleman's Magazine: 1731; London Magazine: 1732. 
The Critical Review started much later, in 1756. 
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satires must be gathered somewhat indirectly. 

It would have been of interest to know what John 

Dennis thought of The Universal Passion. Among his criti

cisms of works during the period, he never mentions Young.^ 

A number of allusions to the satires did, however, 

appear in print in one form or another. We will treat 

first those not written by major writers of the day. 

Aaron Hillfs magazine, the Plain Dealer, seems, at 

this distance, to have been in league with Young before it 

went out of publication. Two puffs of the satires appeared, 

one in February and one in April, of 1725. According to 

Thomas, the first puff was a letter to the editor on 

February 5, which ci'tes the first satire as obviously "the 

work of some considerable genius" (p. 33).^ 

In the April 9, 1725, Plain Dealer occurs the 
d 

following letter: 

Oh Dear! Mr. Plain Dealer, 
Many a lady has been charmed into a Passion for 

her future Lover upon Sight only of his Picture; 
But my Fate is the very Reverse of this. . . . The 
Picture, you must know, is a Kind of Paradox: for 
it is drawn but in Black and White; and yet glows, 

^The "omission" here is not significant; Dennis 
made no attempt to treat all, or even most of, the writers 
or major works of his day. 

rj * 

'Frank, p. dl, assigns this letter to Richard 
Savage, a friend of Young's and writer for Aaron Hill. 

g 
Though authorship of the satires was purportedly 

unknown, it will be seen from the end of the letter that 
Young's identity was hidden only as a convention. 
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with the liveliest Force; and most natural mixture 
of strong Colouring! It is One, of a valuable 
Collection, which was exposed to Publick Sale, 
last Week; under title of The Universal Passion. 
part 2—Wou'd to Heaven I knew the PainterI . . . 
Qquotes twenty-two lines from Satire II about a 
gay young fopj. • . Just after I had been reading 
this mortifying Description of the Man, whom I had 
been weak enough to feel some little Tenderness for, 
His Evil Genius danc'd in with him; and I blush*d 
to my very Forehead, to reflect, that I shou'd 
owe to the lively Painting of a Satire, my first 
Discovery, that the Florello, who had been so in
timately my acquaintance, was the Reverse of a 
Fine Gentleman. 

Pray publish This Extraordinary Cure, in 
justice to the Skills and Reputation of the 
Learned Doctor who effected it. . . . 

(signed) Clarastella. 

The play upon the word "doctor" herein was, of 

course, deliberate. Young, it must be recalled, was not by 

any means unknown in literary circles at this time. 

More meaningful tributes were paid Young's satires, 

early and late, in the form of imitations. Earliest was a 

work which Halkett and Laing assign to William Bond,^ en

titled The Authors of the Town, a satire inscribed to the 

author of The Universal Passion, published in 1725# Frank 

says of it (p. BB) that it was so rigorously imitative of 

Young's work as to have the same folio size, binding, cost, 

and printer (Roberts). Thomas quotes the conclusion of 

this work; 

Thus thou, our Universal Passion's Foe, 
Canst thy own Height, by praising Others, show. 
Young well may Pope's and Congreve's Charms admire, 

^Dictionary of Anonymous and Pseudonymous Authors. 
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Young glows distinguished with an equal fire: 
So strong thy Learning, Wit, and Friendship shine, 
What Praise true Merit claims, is justly thine. 

(p. 105, note) 

There is not even the convention here of anonymity 

regarding Young's authorship except that the imitation 

does not name him in its title. Young had spoken laudably 

of Pope and Congreve in the first satires; here the compli

ment is returned of comparing him favorably with those 

authors. It is merely the first of many Young-Pope 

equations. 

Sometime around 1729, according to Thomas (p. 10#), 

a Rev. J. Bramston composed a satire in open copy of Young*s 

style. There were other imitators, for many years; Pope, 

as will be noted later, was incomparably the best of them. 

As late as 1745, John Brown*s Essay on Satire. Occasion*d 

by the Death of Mr. Pope, succeeded in evoking at least as 

many memories of Young as of Pope, in a rather daring 

rewrite of The Universal Passion without the courtesy of an 

acknowledgement. Brown's description of "Contents, Part I" 

(p. iii) states the theme of Young*s first and seventh 

satires openlyj "The love of Glory and the fear of Shame 

universal ... this passion implanted in man as Spur to 

Virtue, is generally perverted. . . . And thus becomes the 

occasion of the greatest miseries, follies, and vices. . • • 

It is the work of Satire to rectify this passion. ..." 

Individual lines and whole passages, in addition to the 



5$ 

entire theme, are blatantly lifted. One example, as to 

how the imitation extended even to wording, is the following: 

Young, 1:51-52: 

The love of praise, howefer concealed by art, 
Reigns more, or less, and glows in every heart. 

Brown, 11. 223-224: 

In every breast there burns an active flame, 
The love of glory, or the dread of shame . . . 

Brown*s work is replete with such equivalencies, far too 

many of them to be mere coincidence or a sharing of conven

tional images. 

Another form of imitation came in a burlesque of 

Young by Isaac Hawkins Brown. His popular work, A Pipe of 

Tobacco, first appearing in Gentleman*s Journal in 1735, 

is notable for the company of authors spoofed: Brown 

imitated the styles of Cibber (who was then laureate), 

Ambrose Philips, James Thomson, Pope, Swift, and Young. 

Young is here also, then, considered to rank among the 

Olympians. It is his style in The Universal Passion which 

is burlesqued, not his tragedies. As Bond remarks, "Of a 

higher order Cthan most of the othersj is the imitation of 

Young*s style . . . with its vigorous and moral tone, por

trayal of types, epigrammatic turns and crispness of line."^ 

1^Eighteenth-century authors, of course, felt few 
qualms about this sort of literary theft. 

•^Richmond P. Bond, English Burlesque Poetry. 1700-
1750 (Cambridge, Mass., 1932), p. 126. Brown*s small volume 
is highly enjoyable reading even today. 



59 

There were those who remembered Young's work not for 

its satire, but for its panegyrics. An editorial in the 

Craftsman for Feb. 13, 1727, discussing the decay of 

learning in Britain, is quoted by Frank, as the writer 

treats Walpole: "Let his own immortal poet CYoung is now 

pensioned] who is himself a witness and partaker of his 

munificence, sing his Praises, to which I find myself un

equal" (p. 97). 

Young's satires received poetic mention a number of 

times. An author named J. Bancks penned, in 1736, the 

following tribute: 

. . .  o r  s h a l l  t h e y  q u o t e  t h e  p i c t u r e d  a g e  
From Pope's and thy corrective page, 
When Vice and Virtue lose their name 
In deathless joy or endless shame? . . . 
Beyond, what laurels can there be 
For Homer, Horace, Pope or thee? . . . 
And sure thy plan was well design'd ,? 
To cure this madness of the mind . . . 

Young is here seen in loftier company still. 

The Gentleman's Magazine twice in 1731 took note of 

the satires, in its "Poetical Essays" section. It reprinted 

from the Universal Spectator. Saturday, February 6, 1730, a 

work called "A New Session of the Poets, for the Year 1730." 

This, another of the many using the "Dullness" theme, is of 

a meeting in which the Goddess of Dullness is to elect a 

1"? 
new laureate. J 

•^Reprinted in Nichol's edition of Young's Works, I, 

•^Nearly everyone is put forward for the title, but 
of course Cibber wins. 
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Near the end 

With torches, with flambeaux, and abundance of fire, 
Y g entered the hall but was bid to retire; 
She confessed that his plays might pass for good things, 
But his Satyr too much abounded with stings, 

(I, 71-72) 

In the same section for November, 1731 (I» 493)» is 

recorded "The Modern Poets; in Allusion to Horace, Sat. X, 

Bk. I. By a young Gentleman of Cambridge."1^ The poem 

first treats of Waller, Dryden, Swift, Carteret, Pope, and 

Gay, and finally 

Good-naturTd Young, well-learned and well-bred 
Studies to lay prevailing folly dead. 
How gently he the well-turn'd satire deals, 
Smiles while he strikes, and while he wounds he heals. 

Later in the same work, the author points at the critics 

and says 

This snarling tribe would nefer my anger move 
Shou*d Swift, or Arbuthnot, or Young approve, 
Shou'd Pope, to whom 1*11 dedicate my lays, 
Shou'd he but smile, Ifd count their censure praise. 

Tribute of a different sort was noted by Frank in a 

boolc by Elizabeth Singer Rowe called Friendship in Death 

(January, 172&). It is dedicated to "Dr. Edward Young, 

author of the Universal Passion; ..." It was, Frank 

states correctly, "commercially valuable to be able to print 

Universal Passion on one*s title page" (pp. 93-99). 

Thus far, printed comment from men of letters re

garding Young*s satires has been laudatory with one 

•^Thomas hints, for undiscoverable reasons, that 
Pope had a hand in this work (p. 107). 
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exception—the Craftsman editorial. It has also been, 

largely, "by the way," and indirect. Among the major 

writers of the time, however, was one who expressed his 

views more copiously and pertinently: Jonathan Swift. 

He had more to say, in his writings;, about The Universal 

Passion than any other contemporary. Harold Williams, in 

his edition of Swift1s Poetical Works (pp. 391-393) assigns 

two of the Dean*s efforts to a period in 1726 after he had 

read the first five satires of The Universal Passion and 

concluded, as did nearly everyone, that Satire the Last 

would not be followed by any more. 

One poem, "A Copy of Verses Upon two celebrated 

Modern Poets," pictures Young and Philips (Ambrose) as 

poetic drudges like sawyers in a lumber pit.1^ If Swift is 

referring to The Universal Passion in this, then he is 

saying it is hard-wrought but monotonous. 

A more careful aim is taken in forty-eight lines 

called "On Reading Dr. Young*s Satires." The entire poem 

is worth entering here because Swift is concentrating on an 

issue that must have struck the more critical minds of the 

day. 

If there be Truth in what you sing, 
Such Godlike Virtues in the King, 
A Minister so filled with Zeal, 

1^1 feel the poem may have been written at a later 
time, referring to some of Young*s "tortured" Odes. Williams 
is unsure of the date, except that it appeared first in 1734* 



And Wisdom for the Common-Weal. 
If he, who in the Chair presides, 
So steadily the Senate guides: 
If Others, whom you make your Theme, 
Are seconds in this glorious Scheme; 
If ev*ry Peer whom you commend, 
To Worth and Learning is a Friend. 
If this be Truth, as you attest, 
What Land was ever half so blest? 
The Traders now no longer cheat; 
No Falshood now among the Great. 
Now on the Bench fair Justice shines, 
Her Scale to neither Side inclines; 
Now Pride and Cruelty are flown, 
And Mercy here exalts her Throne; 
For, such is good Example's Pow*r, 
It does its Office evfry Hour, 
Where Governors are good and wise; 
Or else the truest Maxim lyes: 
For this we know, all antient Sages 
Decree, that ad exemplum Regis, 
Thro* all the Realm his Virtues run, 
Rip'ning, and kindling like the Sun. 
If this be true, then how much more, 
When you have namfd at least a Score 
Of Courtiers, each in their Degree 
If possible, as good as He. 

Or take it in a diff'rent View; 
I ask, if what you say be true. 
If you allow, the present Age 
Deserves your Satire's keenest Rage; 
If that same Universal Passion 
With ev'ry Vice hath fill*d the Nation; 
If Virtue dares not venture down, 
But just a Step below the Crown: 
If Clergymen, to shew their Wit, 
Prize Classicks more than Sacred Writ: 
If Bankrupts, when they are undone, 
Into the Senate-House can run, 
And sell their Votes at such a Rate, 
As will retrieve a lost Estate: 
If Law be such a partial Whore, 
To spare the Rich, and plague the Poor; 
If these be of all Crimes the worst, 
What Land was ever half so curst? 

To Swift1s eye, the most glaring flaw of the work 

the curious mixture of panegyric strains throughout. 
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To so temper satire was, he felt, to negate its impact en

tirely. The issue, raised then, has never been dealt with. 

An attempt to pose some type of resolution will be made in 

Chapter III, "In Defense of the Satires* Artistry." 

Swift makes poetic use of Young in relation to his 

satires on three occasions in the work entitled "On Poetry: 

A Rhapsody" (1733). 

All Human Race wouTd fain be Wits. 
And Millions miss, for one that hits. 
Young*s universal Passion, Pride, 
Was never known to spread so wide . . 

(11. 1-4) 

Harmonious Cibber entertains 
The Court, with annual Birth-day Strains; 
Whence Gay was banished in Disgrace 
Where Pope will never show his Face; 
Where Y(oung) must torture his invention 
To flatter Knaves. or lose his Pension . . . 

(11. 305-310) 

Attend ye Popes. and Youngs. and Gays. 
And tune your Harps, and strow your Bays, 
Your Panegyricks here provide, 
You cannot err on Flattfry*s side . . . 

(11. 467-470) 

Clearly, Swift was much aware of Young's work; like

wise clearly, the flattery in it irked him. 

Yet in less formal writing, Swift makes more favor

able remarks in two letters, a year apart, and to different 

correspondents. The first, to Charles Wogan, was in early 

August, 1732: "And so you are in Danger of quarreling with 

the sentiments of Mr. Pope, Mr. Gay the Author, Dr. Arbuthnot, 

^Lines are given according to the Williams edition. 
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myself, Dr. Young, and all the brethren whom we own. Dr. 

Young is gravest among us, and yet his satires have many 

mixtures of sharp raillery" (Correspondence. IV, 330). 

A humorous epistle to Pope, written on May 1, 1733, 

contains the following: 

All Things in verse good or bad that London produces, 
are printed here, among the rest, the Essay on Man, 
which is understood to come from Doctor Young. No 
body names you for it here (we are better judges and 
I do not railly). It is too Philosophical for me, 
It is not equall; but that author our Friend tYoung] 
never wants some lines of Excelent good sense. ... 
The Doctor is not merry enough nor angry enough for 
the present age to relish as he deserves. . . . 

(Correspondence of Pope. V, 11) 

The last comment, in varying forms, was picked up 

by successive generations in speaking of the satires. Croft 

17 popularized this criticism in somewhat botched fashion. ' 

The only direct reference by Pope to Young's 

satires-*-^ occurs in the Dunciad Variorum (1729) in the 

section entitled "Testimonies of the Authors" (p. 15): 

The witty and moral Satyrist 
Dr. Edward Young, 

Wishing some check to the corruptions and evil 
manners of the Times, calls out upon our poet, to 
undertake a task so worthy of his virtue. 1Q 

q. Why slumbers Pope, who leads the Muses* train, 
Nor hears that Virtue, which he loves, complain? 

17No one seems to have considered that Swift may 
still be talking about Essay on Man, and pretending to go 
along with the Dublin ignorance which gives it to Young 
instead of Pope. It seems possible, at least. 

•^The section "Pope and Young," Chapter IV, will 
treat a number of indirect relationships and references. 

•^Misquoted. Young said "tuneful strain" (1:35-36), 
not "muses' train." 
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It is significant to note that Pope does not score 

20 Young among the Dunces, and in the above quote he is 

allowed to be "the witty and moral Satyrist," which is no 

small praise, coming from Pope. It may be offered that the 

two men were good friends; yet friendship was hardly guar

antee of an accolade from Pope. 

Young received occasional mention in the works of 

other prominent writers at the time his satires were 

appearing, but often without specific reference to them. 

James Thomson, for instance, whose chef d*ouevre was 

appearing during the same years, refers to Young in Autumn. 

written in 1727. Here giving tribute to Dodington, he 

speaks of that nobleman*s country estate 

Full of thy genius allI The Muses* seat, 
Where in the secret bower, and winding walk 
For virtuous Young and thee they twine the bay. 

Allan Ramsay, in a poem called "The Quadruple 

Alliance" (172#), celebrates his favorite authors and works: 

Swift, Sandy, Young, and Gay 
Are still my heart's delight . . . 

Bright Sandy greatly sings 2, 
Of Heroes, gods, and kings ... 

Young, with Horacian flame 
Corrects these false designs 
We push in love of fame. . . . 

Fielding, though expressing no direct opinion of the 

20Line 108 puts him in company with Evans and Swift. 

21 
"Sandy" is Alexander Pope, whose Iliad had 

obviously delighted Ramsay. The latter had been accused of 
pirating the works of all these men, among others. 
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satires, pays Young the real compliment of quoting from them 

many years later in his Covent Garden Journal (#23, I, 274). 

The Motive of the former of these Vices is clearly 
Vanity; which as the ingenious Dr. Young says, 

Makes Dear Self on well-bred Tongues prevail, 
And I the little Hero of each Tale. 

The most that can be said for the reception of the 

satires among Young1s peers is, perhaps, that they were 

recognized, quoted, and approved—except by Swift, who, as 

noted, wrote both complimentary and condemnatory remarks 

concerning them. 

3. The Wider Public Reception of the Satires 

The most convincing argument for the favorable 

public reception of Young1s satires has been covered 

earlier, of course, in discussing their publishing history. 

Those who read but do not write speak by their purchases, 

and they spoke in high regard of The Universal Passion for 

several decades. Frank (p. 106) includes a quote appearing 

in the Dramatick Poetaster for 1732, wherein a poet en

visages people and events suitable for dramatic presenta

tion; of the foolish and the evil, he says; 

Such worthless wretches let the bard engage 
Whose Universal Passion charms the age. 

It did, indeed, appear to have charmed the age. And 

despite the caustic treatment of Contemporary Women in the 

22From Satire 1:115-116. 
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fifth and sixth satires, even the women approved the work. 

Elizabeth Montagu, writing to her sister Sally on October 8, 

1740., includes some cogent evaluation of those same two 

satires: 

The poetical Dr. Young is with us. I am much enter
tained with him, he is a very sensible man, has a 
lively imagination, and strikes out very pretty 
things in his conversations, thoT he has satyrized 
the worst of our sex, he honours the best of them 
extremely, and seems delighted with those who act 
and think reasonably. [.This, of course, refers to 
herself.U I think he has written against that 
composition of oddity, affectation, and folly which 
is called "a pretty sort of woman"—if anyone has 
a mind to put on that character they need only-
pervert their sense, distort their faces, disjoint 
their limbs, mince their phrases, and lisp their 
words, and the thing is done, grimaces, trite sen
tences, affected civility, forced gaiety, and an 
imitation of good nature completes the character. 

The foregoing shows that Mrs. Montagu not only 

approved in general of the satires, but had paid close 

attention indeed to the satires on women; she has digested 

them admirably. 

Ten years later, a certain Miss Mulso writes thus 

to her friend, Miss Carter: 

I must tell you that I have finally read Dr. Young*s 
The Universal Passion, and that I am ready to take 
back everything I have said against him as a poet. 
... I think the first four satires equal to any 
of PopeTs. The satires on women are, in my opinion, 
much inferior to the others. . . . ̂ 

^Emily J. Climenson, Elizabeth Montagu. The Queen 
of the Blue-Stockings: Her Correspondence from 1720 to 
1761 (London. 1906). p. 60. -

2^Mrs. H. Chapone (Miss H. Mulso), The Posthumous 
Works of Mrs. H. Chapone (London, l80&), letter of November 
12, 1750, p. 81. 
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The "honor of the sex" is, of course, at question here; the 

merit of the satires is not. 

In the same year, Samuel Richardson received a 

letter from Lady Bradsaigh, dated November 27: "Young*s 

Universal Passion which I have read since I wrote the above2^ 

I am charmed with."2^ 

As late as 1763, the widespread public affection for 

the work is still noted. In the Annual Register ("Miscel

laneous Essays," p. 190) of that year an anonymous writer 

records an impromptu speech at an unidentified London club

house, with the speaker saying: 

One of our most famous poets is of opinion, that 
the universal passion of mankind is the love of 
fame, and has so ingeniously made out his position, 
that for me to add anything to the elegant argu
ments, by which he supports it, would be only 
superfluous. I suppose I need not mention that 
the author I hint at is the celebrated doctor 
Young, ' whose satires, entitled The Love of Fame, 
or Universal Passion, are in everybody's hands, 
and generally admired. 

From all evidence available, The Universal Passion 

achieved early and maintained long the status of a standard 

work which no educated person dared leave unread. 

We cannot judge directly what Young himself thought 

^Referring to a friendly argument with Richardson 
about women. 

26 
Richardson's Correspondence, collected by Anna 

Laetitia Barbauld (London, 1804), VI, 43. 

27 'Young has now been dead for three years. 



of the satires. He was a harsh critic of his own works, 

continually suppressing works published earlier, frankly 

ashamed of them.2^ If one can read through Ocean, an Ode 

and then study his preface on the writing of lyric poetry, 

one sees the openness with which he admits his literary 

shortcomings. That he may have been pleased with the 

satires can only be surmised from two sets of facts: 

First, the very careful revision of 1728 did not alter the 

satires in any appreciable manner; second, he never sought 

to suppress their publication, nor complained of the 

piracies. The only record we have of his personal esti

mation of them is contained in the Preface to the 1728 

edition (p. iii) regarding the critics of his work: "If 

they like not the fashion, let them take them by the weight; 

for some weight they have, or the Author has fail*d of his 

aim." 

Unwilling to speak for their artistry, he felt that 

he had at least given them substance. 

4. The Satires* Reception outside of Britain 

In the Preface to the 1728 edition, Young says (p. i) 

"These Satires have been favourably received at home, and 

abroad." The first half of the allegation is demonstrably 

pd 
°For instance, as Croft notes in Lives, p. 371, he 

would not allow his poem On the Late Queen's Death and His 
Majesty*s Accession to be reprinted in the authorized edi
tion of his Works in 1757. 



provable. The reception "abroad" is, however, another 

matter. Days of fruitless labor may be consumed in a search 

for materials in support of Young1s contention. 

One thinks immediately, of course, of France and 

Germany, both of which were rather close followers of the 

concourse of English letters. France, further, had the 

advantage of a number of well established critical journals 

being published during the years in question (i.e., 1725-

1723). A number of bibliographical publications offer 

subject keys to French and German journals of that day, and 

plainly the amount of notice taken of Young within those 

nations was very great indeed, after Night Thoughts: but 

prior notice simply cannot be found. 

J. L. Kind says plainly that the satires were "un

known until many years after Popefs superior satires" had 

found a German audience.^9 The first notice of the work 

was a review by Johann Christoph Gottsched who, in 1745, 

translated some 130 lines of the satires; the reviewer gives 

a resume of the whole, and "expresses a wish that his 

fellow-countrymen might satirize German conditions" in the 

same fashion.3° 

Kind further tells us that Bodmer, in his Neue 

Critische Briefe of 1749 "cited as sufficient proof of the 

2<^Edward Young in Germany (New York, 1906), p. 120. 

^Since the satires were still being published with
out the author1s name attached, Gottsched may be forgiven 
for attributing the work to Glover instead of Young. 
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excellence of the 'Satires1 the fact that they were the work 

of the 1Author of the Night Thoughts*" (p. 120). 

A translation into German was finally achieved in 

1755 by an unknown translator who, according to Kind (p. 121) 

botched the job but inspired Ebert to publish a good trans

lation in a companion volume to his edition of Night 

Thoughts. The satires exerted some occasional minor in

fluence, two or three additional translations being made up 

to about 1805. 

It is unlikely, then, that Young could have been re

ferring to the satires* reception in Germany in 1728. 

The story is little different in France. 

Voltaire, one would have hoped, might have had occa

sion to write about the satires, since he had gotten to know 

Young at the initial stage of their popularity. Voltaire 

also wrote voluminously about his three-year English 

"exile." But as Ballantyne remarks on the basis of a letter 

dated June 7, 1769: 

Voltaire's only recorded criticism on Young is a 
very contemptuous estimate of the Night Thoughts. 
He wrote to Young*s French translator : * You have 
done much honour to my old friend Young; I think 
the translator has more taste than the author. ... 
He was half a clergyman and half a poet.*31 

No critical remarks of that or any other nature can 

be found in French periodicals of the years up to 1728 re

garding Young. 

^Archibald Ballantyne, Voltaire*s Visit to England. 
1726-1729 (London, 1919), p. 98. 
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No translation of the work into French can be found 

even as early as those in Germany. Thomas (p. 651) located 

a 17&7 translation by M. Berton, done in free verse. Roche-

dieuTs bibliography (Chicago, 194$) corrects the Thomas 

notation, finding a different spelling for the translator1s 

name and an earlier year: "Satires de Young, ou 1TAmour de 

la Renommee, passion universelle, traduction libre de 

lfanglois (par M. T. Bertin). Londres, et Paris, 1777»" 

It is, of course, not only possible but likely that 

the satires were read in France, in English, and that 

through one means or another. Young found word of their popu

larity. The answer probably lies in Young*s personal corre

spondence which he so heedlessly ordered burnt; it may well 

have been in letters from abroad (even America) that he 

gained the knowledge of their foreign acceptance. 

If by "abroad" he intended only Ireland—which would 

have been an allowable use of the term—he had evidence 

enough of their Irish popularity from the extent of the 

Dublin piracies. 

At any rate, Young said that the satires were 

"favourably received . . . abroad." We must, it seems, 

mainly take his word for it. 

5. The Satires* as Mirror of their Times 

In order to have found such immediate and sustained 

popularity, the satires must have been recognized as 
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essentially "true" in the picture which they presented of 

their age. Had they been thought far-fetched, distorted, 

unreal or trivial in their perception and description of the 

"Augustan World," they would have been lost very quickly 

among the mounds of Grub Street ephemerae. It is of inter

est to explore that world, as Young and his readers saw it. 

W. J. Courthope says: 

The curious mixture of worldliness and religion in 
Young*s temperament is characteristically reflected 
in his satire. ... No man of the time was more 
intimately acquainted than Young with the manners 
he described. . . . The motives and manners of his 
contemporaries were ever before his eyes.-^ 

The "curious mixture" in Young which Courthope so 

aptly catches was, in fact, that of Young*s age itself; the 

poet*s congruence with the shape of his times was largely 

responsible for his success in capturing its fancy and, as 

will be seen, in predicting the direction of its literary 

tastes. It is, one feels, a mark of his artistic integrity 

that he could both satirize, and sympathize with, his times. 

Duyckink noted of Young*s satires that they "are 

particularly significant as studies of the man, the influ

ences by which he was formed, and the society in which, for 

so long a period of his life, he moved."^3 

32A History of English Poetry (London, 1905), p. 292. 

^E. A. Duyckink, "Young," North American Review. 
LXXIX (October, 1354), 285. 
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Boyce, studying Pope and Young together, remarks: 

. . . the large collection of worldly, vain, and 
discontented creatures that fills up Young's Love 
of Fame the Universal Passion offers many particular 
insights into the motives and standards of fashion
able society that Pope's sketches also disclose. 
Like LWilliam] Law, Young anatomizes, though in 
infinitely briefer compass. . . .34 

As Young cast his careful eye over the world of his 

fellow Augustans, he did not, it will be noted, recoil in 

horror from most of what he saw; nor, though we might ex

pect his ecclesiastical bent to so predispose him, did he 

pronounce a Jeremiad upon the times, although upon occasion 

he wielded a lash undisguised. Bredvold, in evaluating the 

mood of Augustan satire, says: 

. . . the group gathered about Pope and Swift did 
not suffer from philosophical or religious pessimism, 
or from anything that can be called Weltschmerz. 
There is no spiritual malaise in them; their gloom 
is not enervating apathy. They seem generally to 
have had firm faith in the ultimate right order of 
things. ... It was not any . « . cosmic gloom 
which hung over the Tory satirists, but a mundane 
darkness conjured up by human folly and knavery. 

Young, of course, was not a Tory; he was a Whig, or 

was once a Whig before he gave up politics. But the note 

Bredvold strikes is accurate for. Young, too. Some thirty 

years after the satires appeared, John Brown*s An Estimate 

^Benjamin Boyce, The Character Sketches in Pope's 
Poems (Durham, North Carolina, 1962), p. 54. 

^Louis i. Bredvold, "The Gloom of the Tory 
Satirists," in Pope and his Contemporaries. Essays presented 
to George Sherburn. ed. James L. Clifford and Louis A. Landa 
(Oxford, 1949), pp. 2-3. 
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of the Manners and Principles of the Times enunciated the 

position which he felt social commentators should take, and 

it, too, is essentially Young*s position: 

Now the slightest Observation, if attended with 
Impartiality, may convince us, that the Character 
of the Manners of this Age and Nation, is by no 
Means that of abandoned Wickedness and Profligacy. 
This Degree of Degeneracy, indeed, is often imputed 
to the Times: But, to what Times hath it not been 
imputed? Present objects are naturally magnified 
to the human Eye. . . . Hence the Speculative and 
Virtuous, in every Age, confining their Views to 
their own Period, have been apt to aggravate its 
Manners in the highest Degree of Guilt; to satyrize, 
rather than describe: to throw their respective Times 
into one dark Shade of Horror. rather than mark 
their peculiar Colour and Complexion. 

(I, 26-27) 

Brown, unfortunately for his case, considers Swift 

the ideal social commentator of the time, and is himself 

far more prone to see in shades of horror rather than 

colors. One finds little, almost none, of this in The 

Universal Passion. Nor is it that Young blinks the vice 

and folly, but he describes his world accurately and with

out malice. 

Brown1s Estimate is germane to the present discus

sion on several counts, but primarily in that, while it was 

published a full generation later than the satires, it sur

veys much of the same territory which Young treated and thus 

can be used handily as one dimension of depth. It will 

become apparent that in many of the superficial aspects, the 

times simply did not change much, however the writers may 

have hoped to bring change. This "stability in fad and 
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foible" operated in behalf of keeping Young*s satires 

current and popular. 

One of the issues of the age, and one which took 

such various expressions as Pope*s Dunciad and Swift's Tale 

of A Tub is one of the themes running through The Universal 

Passion also: the decay of wit and learning. Young shows 

this decay in a myriad of guises, and finds it interlinked 

with a decay in religion, a cheapening of feminine ideals, 

an increasing frivolity and consequent lack of depth 

throughout nearly all the concerns and machinations of 

society. 

. . . turn ages ofer, 
When wanted Britain bright examples more? 
Her Learning and her Genius too decays, 
And dark, and cold are her declining days; 
As if men now were of another cast, , 
They meanly live on alms of ages past.3" 

(111:13-13) 

In the seventh satire, Young promises a future volume 

. . .  i n  w h i c h  t h e  M u s e  s h a l l  t e l l  
How science dwindles, and how volumes swell. 
How commentators each dark passage shun, 
And hold their farthing candle to the sun. 

(VII:95-9S) 

It was the day of the hack-writers, whose efforts 

to sustain a torrent of print threatened to drown what 

Young and the Augustans felt were the remnants of true taste. 

Ye bards! why will you sing, tho1 uninspir'd? 
Ye bards! why will you starve, to be admir*d? 

(IV:135-136) 

^The "gloom" of this passage is not typical. 
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Young was predisposed to blame the lack of true 

patrons of learning for much of the situation. All too few 

were the noble benefactors of letters. 

. . • tho* few, there are large-minded men, 
Who watch unseen the labours of the pen, 
Who know the musefs worth, and therefore court, 
Their deeds her theme, their bounty her support, 
Who serve, unask'd, the least pretence to wit . . . 

(IV:199-203) 

Such are a dying breed; most patronage of wit and 

letters is done in near-blindness: 

From caprice. not from choice. their favours come: 
They give, but think it toil to know to whom: 
The man that*s nearest, yawning they advance. 
fTis inhumanity to bless by chance. 

(111:180-134) 

Brown sees this in a later day; speaking of the 

general Neglect of Men of Genius and Learning. It 
must be confessed, these do not abound: How should 
they, at a Time, when literary Patronage and En
couragement is so generally extinguished? . . . 
True, there are not wanting Instances of the most 
respectable Generosity in the Patronage of Letters: 
The more such Characters ought to be, and will be 
revered, as departing from the common Degeneracy of 
their Time and Country. But the general Character 
of the Age is quite the Reverse of this; and implies 
a general Want of Capacity in the higher Ranks. . . . 

(II, 112-113) 

Patronage, of course, was dying; Pope, all unwit

tingly, and later Johnson, were among its prime execu

tioners. Thus, what seemed to be decaying to Young in his 

day was decaying; it was not simply an effect of nostalgic 

distance from patrons of a former age. An aristocratic, 

Renaissance ideal was passing from the scene, its vitality 
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incapable of being maintained even by such as Swift, Pope, 

Brown, and others. 

In place of the former consciously protected integ

rity of intellect, Young saw the proliferation of pseudo-wit 

in all its phases. "The critics," of course, were in the 

front ranks: 

Balbutius^? muffled in his sable cloak, 
Like an old Druid from his hollow oak, 
As ravens solemn, and as boading cries, 
Ten thousand worlds for the Three UnitiesI 

(111:43-46) 

Hence Gildon rails, that Raven of the pit, 
Who thrives upon the carcasses of wit • . . 

(VII:137-13d) 

Critics on verse, as squibs on triumphs wait, 
Proclaim the glory, and augment the state; 
Hot, envious, noisy, proud, the scribling fry 
Burn, hiss, and bounce, waste paper, stink, and die. 

(111:65-63) 

Learning has become a cheapened thing. 

With what, o Codrus. is thy fancy smit? 
The flower of learning, and the bloom of wit . . . 
If not to some peculiar end assign'd, 
Study*s the specious trifling of the mind; 
Or is at best a secondary aim, 
A chace for sport alone, and not for game . . . 

(11:57-52, 67-70) 

Thirty years later, Brown felt the same nostalgia: 

• . . literary Spirit is generally vanished. Reading 
is now sunk at best into a Morning*s amusement: till 
the important Hour of Dress comes on. Books are no 
longer regarded as the Repositories of Taste and 
Knowledge; but are rather laid hold of, as a gentle 
Relaxation from the tedious Round of Pleasure. 

(I, 42) 

3?Hugh Walpole, in his annotated edition of The 
Universal Passion, says this is Dennis. 
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The appearance of wit and learning by those who 

loved the show rather than the substance of books was to 

Young a sign of the times. He says to Codrus, 

. Thy books are furniture. Methinks *Tis hard 
That Science should be purchasfd by the yard, 
And T(onson) turn*d Upholsterer, send home 
The gilded leather to fit up thy room. 

(11:71-74) 

• There is the portrait of Lorenzo, who bought only 

the best editions, choicest collections, beggaring his. 

estate to do it: 

When Terms were drawn, and brought him by the Clerk, 
Lorenzo sign*d the bargain—with his mark. 

(11:31-82) 

The practice of displaying both wit and wealth by 

scratching short "diamond satires" on windows and drinking 

glasses was among the false witfs ways of drawing public and 

permanent attention to his shortcomings, Young felt.3^ 

On Glass how witty is a noble Peer? 
Did ever Diamond cost a man so dear? 

(1:93-94) 

Young saw as allied to the decay of wit and learning 

the deistic controversies, which he traced to the misplaced 

use of intellect. Religion, in the broadest sense, was more 

than just a talking point, an idle intellectual concern of 

the age. Religion was a structural dimension of the 

3**See Mary Claire Randolph, "Diamond Satires in the 
Eighteenth Century," N. and Q.. CLXXXIV (1943), 62-65. 
Unfortunately, the practice seems to have started among 
those who should have known better, and got out of hand 
during the century. Swift is believed to have left verses 
on window-panes in various places. 



society, oftener implied than discussed. Humphreys says: 

"The Augustan writer, then, gained from religion that which 

no other subject so strongly inspired. Even on themes not 

specifically religious he benefited from what was, despite 

39 controversy, a stable frame of accepted values.''^ 

To trouble the religious waters was to rock the 

whole boat of society, to borrow cliches. Young was, of 

course, not the only one to understand this. The willing

ness of controversialists to quote scripture in support of 

abuses—a technique perhaps inherited from the Enthusiasts— 

was noted: 

. . . torturfd texts to speak our sense are made, 
And every vice is to the scripture laid. 

(VII:99-100) 

It was a part of the re-making of God in accord with the in

cipient and growing deification of humanity.^0 It was a 

serious concern, and Young treats it seriously, in nearly 

every one of the seven satires. He assigns a share of the 

blame to faddistic and blasphemous churchmen: 

When Churchmen Scripture for the Classics quit, 
Polite Apostates from God's grace to wit . . . 

(1:19-20) 

He tells us of "Lay-atheists made by church-debates ..." 

(1:271) and how those atheists sometimes return to a faith 

as shallow as their unbelief: 

R. Humphreys, The Augustan World: Life and 
Letters in Eighteenth-Century England (London. 1954). P. 174. 

^°See Chapter IV, part 2. 
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Health chiefly keeps an atheist in the dark; 
A fever argues better than a Clarke. 
Let but the.logick in his pulse decay, 
The Grecian**1 he*11 renounce, and learn to pray; 
While C(ollins)^ mourns with an unfeigned zeal 
Th' apostate youth, who reason'd once so well. 
C(ollins) who makes so merry with the creed, 
He almost thinks he disbelieves indeed. . . . 

(IV:55-62) 

Young seems not greatly shocked that the men argue 

religious topics; but he seems to consider it truly ominous 

that women have begun to take up the attitudes of the deist 

and "modernist." 

Since Sundays have no balls, the well-drest Belle 
Shines in the pew, but smiles to hear of hell: 
And casts an eye of sweet disdain on all 
Who listen less to C(ollins) than St. Paul. 
Atheists have been but rare, since naturefs birth; 
•Till now, she-atheists ne'er appear'd on earth. 
Ye man of deep researches, say whence springs 
This daring character, in timorous things 
Who start at feathers. from an insect fly. 
A match for nothing—but the Deity. 

Atheists are few; most nymphs a godhead own, 
And nothing but his attributes dethrone. . 
From atheists far, they stedfastly believe 
God is, and is almighty—to forgive. 
His other excellence they'll not dispute; 
But mercy sure, is his chief attribute. 
Shall pleasures of a short duration chain 
A lady's soul in everlasting pain? 

No, he's for-ever in a smiling mood, 
He's like themselves; or how cou'd he be good? 
And they blaspheme who blacker schemes suppose— 
Devoutly^ thus, Jehovah they depose, 
The pure! the just! and set up in his stead 
A Deity that's perfectly well bred. 

(VI;407-416; 433-440; 443-443) 

^A coffee house. 
I 2 
Anthony Collins, deistic apologist. 
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The process which he records as occurring within the 

minds of young ladies was, in fact, the "new theology" of 

the entire age. The deposition of God which Young so 

clearly and so memorably describes has been, as far as 

English society is concerned, a continuing process. Brown 

inherited some of the early wreckage of the public faithJ 

"Irreligion knows no Bounds, when once let loose; and 

Christianity herself hath been obliquely insulted within 

those consecrated Walls, where Decency and Policy, in the 

Absence of Reason and Virtue, would for ever have held her 

in legal Reverence . . ." (I, 55). And Brown invented more: 

"Or what can come forth from such Scenes of unprincipled 

Licentiousness, but Pick-pockets, Prostitutes, Thieves, 

Highwaymen, and Murderers. These are your Triumphs, 0 

Bolingbroke. Tindal, Mandeville. Morgan. Hume!" (II, 36)^ 

A further, though less profound, sign of wit*s decay 

was, Young felt, the increasing use of wit by women of his 

day. The genuine Woman of Wit, the occasional Lady Montagu 

and Lady Sheridan, were to Young objects of veneration. 

But he held to the conservative instinct of his day that 

women*s increasing freedom of wit was a noisome thing, 

artificial and at times dangerous. 

^•3It had become policy among the disgruntled to 
blame all present social vices upon the irreverent thinkers 
of the previous age. 
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Ladies supream among amusements reign, 
By nature born to sooth, and entertain: 
Their prudence in a share of folly lies, 
Whv will thev be so weak as to be wise? 

' (Vl:193-196) 

No longer content to reign conversational experts on 

love, on dancing, or on the male sex, they now must attempt 

the worlds of philosophy, of science, of controversy. 

Some nymphs prefer Astronomy to Love: 
Elope from mortal men, and range above. 
The fair philosopher to Rowley flies, 
Where in a box the whole Creation lies. 
She sees the Planets in their turns advance, 
And scorns, Poitier, thy sublunary dance. 

(V:329-334) 

Woman*s "place" was still changing; and wit was one 

of her new weapons in the advance of the sex. The weapon 

was a two-edged sword: 

Nought but a genius can a genius fit; 
A wit herself, Amelia weds a wit. 
Both witsI Tho* miracles are said to cease, 
Three days, three wondfrous daysI they liv*d in peace; 
With the fourth sun a warm dispute arose, 
On Durfy*s poesy, and Bunyan*s prose. 
The learned war both wage with equal force, 
And the fifth morn concluded the divorce. 

(V:269-276) 

Young remarks, to those ladies who might listen, 

that a number of them imputed to be wits, and so compli

mented to their faces, are a cynosure for other reasons: 

Ofer the Belle-lettre lovely Daphne reigns; 
Again the God Apollo wears her chains. 
With legs tost high on her Sophee she sits, 
Vouchsafing audience to contending Wits 

And then pronouncing, with decisive air, 
Fully convinces all the town—she*s fair. 
Had lovely Daphne Hecatessa*s face, 
How would her elegance of taste decrease? 

(V:133-136; 139-142) 



Consequent upon the misuse of wit, Young feels, is 

a degeneration of the art of conversation. Grossness of 

language and viciousness of subject matter are accepted. 

Thalestris triumphs in a manly mein, 
Loud is her accent, and her phrase obscene. 
In fair, and open dealing whereTs the shame? 
What nature dares to give, she dares to name. 

Vain is the task to petticoats assign*d 
If wanton language shows a naked mind. 

(V:449-456) 

Brown*s Estimate (I, 45) shows no improvement in 

this over the years: 

But what Vice hath lost in Coarseness of Expression, 
she hath gained in a more easy and general Admit
tance: In ancient Days, bare and impudent Obscenity, 
like a common Woman of the Town, was confined to 
Brothels: Whereas the Double-Entendre. like a 
modern fine lady, is now admitted into the best 
Company. . . . 

Not only the language, but the content of the con

verse was progressively lower, replete with triviality, 

gossip, scandal. Teas, once the occasion (Young felt) of 

enlightening converse, were now becoming degraded. 

Tea! How I tremble at thy fatal stream? 

What devastations on thy banks are seen, 
What shades of mighty names which once have been? 

(VI:349, 351-352) 

Brown, again, witnessed to the same degradation: 

Do you expect in these fashionable Meetings, to hear 
some Point of Morals, Taste in Arts or Literature, 
discoursed or canvassed? Alas, these are long since 
expelled from every modish Assembly. To speak any 
thing that carries Weight and Importance, is an 
Offence against Good-breeding. The supreme Elegance 
is, to trifle agreeably. (I, 3&) 
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Part of the contemporaneous tendency toward effete 

luxury, Young felt, was the distressing practice of each sex 

affecting the modes of the opposite. 

Sometimes, thro pride, the Sexes change their airs, 
My lord has vapours. and my lady swears . . • 

(111:135-136) 

Browne Estimate puts it thus: 

It may probably be asked, Why the ruling manners of 
our Women have not been particularly delineated? 
The Reason is, because they are essentially the 
same with those of the Men. . . . The Sexes have 
now little apparent Distinction, beyond that of 
Person and Dress: Their peculiar and Character
istic Manners are confounded and lost: The one 
Sex having advanced into Boldness, as the other 
have sunk into Effeminacy. (I, 51) 

Young shows this theory in the practice: 

The Sylvan race our active Nymphs pursue; 
Man is not all the game they have in view: 
In woods and fields their Glory they compleat, 
There Master Betty leaps a five-barr*d gate; 
While fair Miss Charles to Toilets is confin*d, 
Nor rashly tempts the barbarous sun, and wind. 
Some Nymphs affect a more heroick breed, 
And vault from hunters to the manag*d steed ... 

More than one steed must Delia*s empire feel, 
Who sits triumphant ofer the flying wheel. 

Sesostris-like, such Charioteers as these 
May drive six harnest monarchs, if they please. 
They drive. row, run, with love of Glory smit, 
Leap, swim, shoot-flying. and pronounce on wit. 

(V:113-120; 123-124; 129-132) 

Brown seconds the description from his later view

point: "Here, it is remarkable, that the Sexes have changed 

Characters; The Men capering about on Hobbys of thirteen 

Hands; while the Women are galloping full Speed, on sized 

and firey Hunters" (II, 79). 
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The menfs shifting of major attention to matters of 

dress was part of this process of effeminization which dis

tressed Young: 

Of late at Whitefs was young Florello seen. 
How blank his look? How discomposM his mien? 
So hard it proves in grief sincere to feign! 
Sunk were his spirits, for his coat was plain. 
Next day his breast regain*d its wonted peace, 
His health was mended with a silver lace. 
A curious artist long inur*d to toils 
Of gentler sort, with combs, and fragrant oyls, 
Whether by chance, or by some God inspired 
So toucht his curls, his mighty soul was firfd. 

(11:215-224) 

Brown tells us that: "The first and capital Article 

of Town-Effeminacy is that of Dress; which, in all its 

Variety of modern Excess and Ridicule, is too low for 

serious Animadversion. Yet in this, must every Man of 

every Rank and Age employ his Mornings, who pretends to keep 

good Company" (1,35). 

Another common theme in The Universal Passion deals 

with what seemed to Young an increasingly frenetic pursuit 

of play. The real increase of wealth and consequent growth 

of the leisure class^ had their attendant evils. As noted, 

Young would have preferred these potential patrons to divert 

their time and money into the nurture of arts and letters. 

The search after a false and decadent happiness was, how

ever, a staple venture of the times. 

What numbers, here, thro1 odd Ambition strive 
To seem the most transported Things alive? 

^For which Young gives full credit to Walpole in 
Satire VII. 
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Hence aching bosoms wear a visage gay, 
And stifled Groans frequent the Ball, and Play 

What bodily fatigue is half so bad? 
With anxious care they labour to be glad. 

The Tavern! ParkI Assembly! Mask! and Play! 
Those dear destroyers of the tedious day! 
That Wheel of Fops! that Saunter of the Town! 
Call it diversion, and the pill goes down. 

(1:215-216; 219-220; 225-226; 229-232) 

Young continued this, among other lines of thought, 

in his sermon, A Vindication of Providence. It was no 

superficial note he took of this phenomenon: 

The Man of Pleasure, as the Phrase is, is the most 
ridiculous of all Beings; He travels, indeed, with 
his Ribbon, Plume, and Bells; his Dress and his 
Musick, but through a toilsome, and beaten Road; 
and every Day nausiously repeats the same Tract. 
Throw an Eye into the gay World, what see we, for 
the most part, but a set of querulous, emaciated, 
fluttering, phantastical Beings, worn out in the 
keen pursuit of Pleasure; Creatures that know. 
own, condemn, deplore. yet still pursue their own 
Infelicity? The decay*d Monuments of Error? The 
thin Remains of what is called Delight? (p. 41) 

Brown reports no improvement in the scene: 

The Metropolis growing thin as the Spring advances, 
the.same Rage of Pleasure, Dress, Equipage, and 
Dissipation, which in Winter had chained him to the 
Town, now drives him to the Country . . . so, to 
avoid the taedium of Solitude and Self-Converse, 
Parties of Pleasure are again formed; the same 
Effeminacies, under new Appearances, are acted 
over again, and become the Business of the Season . . . 

(I, 50) 

Another aspect of the decay of wit shows up in this 

frivolous activism: the proliferation of the Collector. 

The "decay of taste" is involved in all of this. The book-

collector cited is but one instance. Here is Pygmalion, 
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in love with antique statues; 

The Bayliffs come (rude men, prophanely bold!) 
And bid him turn his Venus into gold. 
"No, Sirs, he crys, 1*11 sooner rot in Jayl. 
Shall Grecian arts be truckt for English bayl?" 

(1:175-173) 

Some collect paintings, others collect showy homes 

(111:131-132). But the collector of "oddities" was more 

eclectic: 

But what in oddness can be more Sublime 
Than S(loan)^ the foremost toyman of his time? 
His nice ambition lyes in curious fancies, 
His daughter1s portion a rich shell inhances, 
And Ashmolefs Baby-house is, in his view, 
Britannia1s golden mine, a rich Peru! 
How his eyes languish? how his thoughts adore 
That painted coat which Joseph never wore? 
He shews on holidays a sacred pin, 
That toucht the ruff, that toucht Queen Bess* chin. 
"Since that great dearth our Chronicles deplore, 
"Since the great plague that swept as many more, 
"Was ever year unblest as this?" heTll cry, 
"It has not brought us one new butterfly! 

(IV:113-126) 

It was an age when there were not enough foibles of 

native stock to suffice, Young says, a time 

When purchas*d follies from each distant land, 
Like Arts, improve in Britainfs skilful hand . . • 

(1:15-16) 

The imported "Arts" were often operatic, and Young 

notes the careful attention given the Italian prima donnas: 

To shew how much our Northern tastes refine, 
Imported nymphs our peeresses outshine; 
While tradesmen starve these Philomels are gay; 
For generous lords had rather give than pay: 

^^Sir Hans Sloan, prominent physician and collector. 
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0 lavish landI for sound at such expence? ., 
But then she saves it in her bills for sense. 

(IIU205-210) 

Aspects of the all-consuming drive to be enter

tained had more than folly to condemn them. A phenomenon 

the times produced were the lavish and interminable Masquer

ades, of which Heidegger became the Public Master. 

Behold the Masqueradefs fantastick scene! 
The Legislature joynfd with Drury-Lane! 
When Britain calls, thf embroider1d Patriots run, 
And serve their country—if the dance is done 

Great, chosen Prophet^ . . . 
Inferior off*rings to thy God of Vice 
Are duly paid in fiddles, cards, and dice; 
Thy sacrifice supream an hundred maids! 
That solemn rite of midnight Masquerades! 
If maids the quite-exhausted town denies, 
An hundred head of cuckolds must suffice 

See Commons, Peers, and Ministers of State 
In solemn council met, and deep debate! 
What godlike enterprize is taking birth? 
What wonder opens on th1 expecting earth? 
fTis done! with loud applause the council rings! 
Fixt is the fate of whores, and fiddlestrings! 

rTTT:215-2l8; 233-238; 245-250) 

Connected with the popular rise of the masquerade 

was the rather sudden increase in gambling. Originally a 

prerogative of the male sex, it had assumed a notable female 

cast among its adherents. Gambling fever was high, had been 

^Immediately following this, Young endears himself 
to generations of opera-haters with an obiter dictum: 

Musick I passionately love, *tis plain. 
Since for its sake such Dramas I sustain. 
An opera, like a Pillory, may be said 
To nail our ears down, but expose our head. 

Till:211-214) 

^Heidegger, that is. 
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high for some time. It is of interest to mark two articles 

from the Guardian. written some fourteen years ahead of 

Young*s satires: 

(#120. Wednesday, July 29, 1713) 

What hope and fear, joy and anger, sorrow and dis
content break out all at once in a fair assembly 
upon so noble occasion as that of turning up a 
card? Who can consider without a secret indig
nation that all those affections of the mind which 
should be consecrated to their children, husbands, 
and parents, are thus vilely prostituted and 
thrown away upon a hand at Loo? . . . Consider the 
ill consequences which Gaming has on the bodies of 
female adventureres. It is so ordered that almost 
everything which corrupts the soul decays the body. 
The beauties of the face and mind are generally 
destroyed by the same means. . . . 

And in a satirical vein: 

(#174. Wednesday, September 30, 1714) 

Here they are taught much contempt of wealth . . . 
I find my soul exalted when I see a Lady sacrifice 
the fortune of her children with as little concern 
as a Spartan or a Roman dame. . . . The casting of 
the die is indeed the properest exercise for a 
fair creature . . . not to mention the opportunity 
it gives to display the well-turned arm. 

Young gives a considerable space to the excoriation 

of this degrading vice-folly, and borrows, in doing so, 

memories from the foregoing articles. To make an attempt 

at palliating whatever conscience might interfere, certain 

of the gambling proceeds were given sometimes to charity; 

thus the "fair" might have an altruistic motive: 

"I hate a crowd—but to do good, you know— 
"And people of condition shoufd bestow. 
Convincfd, o^rcome, to K(em)pfs grave matrons run, 
Now set a daughter, and now stake a son; 



91 

Let health, fame, temper, beauty, fortune, fly; 
And beggar half their race—thro* charity. 

The love of gaming is the worst of ills, 
With ceaseless storms the blacken*d soul it fills, 
Inveighs at heavfn, neglects the ties of blood, 
Destroys the powfr, and will of doing good, 
Kills health, pavms honour, plunges in disgrace, 
And what is still more dreadful—spoils your face. 

(VI:475-4SO; 4S9-494) 

0 scene of horror, and of wild despair! 
Why is the rich Atrides* splendid heir 
Constraint to quit his antient lordly seat, 
And hide his glories in a mean retreat? 
Why that drawn sword? and whence that dismal cry? 
Why pale distraction through the family? 
See my lord threaten, and my lady weep, 
And trembling servants from the tempest creep. 
Why that gay son to distant regions sent? 
What fiends that daughter1s destinTd match prevent? 
Why the whole house in sudden ruin laid? 
0 nothing but last night—my lady playfd. 

(VIS519-530) 

Young sees the "sport" as robbing matrons of their 

dignity, husbands of their wives* company, and young men of 

potential wives: 

Why must strong youths unmarryfd pine away? 
They find no woman disengagfd—from play. 

(VIS549-550) 

There are a number of lesser or more transient 

issues treated in the satires. Politics is one of them. 

It was a day in which political parties were still somewhat 

new, often distrusted as operant forces. As Bredvold tells 

us: "A political party—that is, the party one was opposed 

to—was a faction seeking to disrupt national unity. To 

give up onefs neutrality and become a party man, even with 
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position ..." (p. 7). 

Brown, in 1756, still felt that "before we can de

termine whether the Factions that divide a free country be 

salutary or dangerous. it is necessary to know what is their 

foundation and their Object. ... If their Source be sel

fish Interest, of what kind soever, they are then dangerous 

and destructive" (I, 106). 

Or, as Young puts it: 

Ye Whigs and ToriesI thus it fares with you, 
When Party-rage too warmly you pursue; 
Then both club nonsense, and impetuous pride, 
And folly joins whom sentiments divide. 

(11:259-262) 

Young glances at many topical aspects of his social 

landscape: The South Seas Bubble (1:152-160); the fad for 

tulips (11:21-48); the figure of Lintot starving his authors 

"that their works may sell" (IV:217-2l8); the practice of 

bankrupt lords evading their creditors by gaining a seat in 

parliament (1:169-174); the passion for mansion-building 

(1:160-170). There are also a much wider range of analyses 

of the more permanent follies and vices of society, not re

stricted to his or any time: marriage for money or title 

instead of virtue and affection (V:155-l66; VI:91-100); the 

passion of men who see warfare as a means of glory (VII:25-

58); buyers of position (1:151-160); above all, the general

ized and protean quest for "fame." 
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Among the most memorable of the "characters" por

trayed in Young*s society are the figure of the country 

gentleman, Hippolitus (1:251-26$), an hospitable blockhead; 

and Chremes, the ubiquitous coffee-house politician. The 

latter vignette, while not original with Young, is nicely 

wrought: *+& 

Chremes, for airy pensions of renown. 
Devotes his service to the state, and crown: 
All schemes he knows, and knowing all, improves, 
Tho* Britain*s thankless, still this patriot loves; 
But patriots differ, some may shed their blood, 
He drinks his coffee, for the publick good; 
Consults the sacred steam, and there foresees 
What storms, or sunshine Providence decrees, 
Knows for each day the weather of our fate; 

What makes him model realms, and counsel Kings? 
An incapacity for smaller things. 
Poor Chremes can*t conduct his own estate. 
And thence has undertaken Europe * s fate. 

(IV:17-25; 33-36) 

It is a highly varied, multi-dimensional, vigorous, 

and entertaining picture of his world which Young gives his 

readers. It is not the whole world, of course, and his 

intent was not simply to portray. But is is perhaps not 

too much to say that one would search in vain throughout 

Augustan letters to find a work which in so short a space 

conveyed so very much of the texture of the times, and con

veyed it so wittily.^"9 And because Young concentrated to a 

^See Chapter IV, part 1, for the source of this por
trait. 

L Q  
The seven satires total only 2,546 lines. One is 

forced to turn to Fielding*s novels for comparable breadth 
and wit, but not brevity. 
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much greater degree upon the momentum rather than the 

moment, his satires did not "date." A third generation 

would still read them with, as he must have hoped, "pleasure 

and profit." 

As a consciously fashioned mirror of their times,50 

the satires of Edward Young must be accorded a position of 

permanent respect in the course of English letters. 

^Young would have felt, as his Preface indicates, 
that an adequate mirror would perform a satirical function. 
The historian he considered a satirist, in that as he 
merely related human actions, he exposed them. 



CHAPTER III 

THE SATIRES* LATER REPUTATION, WITH A 

DEFENSE OF THEIR ARTISTRY 

Three major periods in the satires* critical history-

may be rather clearly defined: from the time of their 

publication until the poet*s death; from then until the 

opening of the twentieth century; and from about 1901 until 

the present. The last two periods will be the concern of 

this chapter. 

1. The Posthumous Reputation 

Young died in 1765, just two years after the last 

separate edition1 of The Universal Passion. From that time 

onward, the printing of the satires was in conjunction with 

the Night Thoughts or collected Works. What occurred in 

the century-and-a-quarter following his death may perhaps 

be roughly summarized in this way: during his lifetime he 

seems to have been thought of by and large as "the satirist 

who also wrote Night Thoughts:" posthumously he became "the 

author of Night Thoughts, who also wrote satires." When 

•^The "6th," London; see above, "The Satires* Pub
lishing History." 

95 
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popular taste turned against the Night Thoughts, the satires 

came to be forgotten. This transition can be seen develop

ing rather clearly in the later commentary, however sparse 

and sporadic that commentary may be. 

The notice taken of Young*s death by the Gentleman*s 

Magazine that year (XXXV, 193) may serve as an adumbration 

of later notes: it names only the Night Thoughts and The 

Brothers (a tragedy of fairly recent production), and says 

he wrote "many other ingenious works" but makes no mention 

of the satires. 

The Annual Register for 1765, devoting several pages 

(pp. 31-36) to its obituary of the poet, records a different 

kind of comment regarding the satires than we have seen 

previously; portions of the commentary become "standard," 

and will be noted reappearing regularly, from Samuel Johnson 

onward: 

His satires, intituled The Love of Fame. The Universal 
Passion are by many considered as his principal 
performance2 and were written early in life. If 
terseness of style, brilliancy of wit, or simplicity 
of subject can ensure applause, Dr. Young may demand 
it upon this occasion; yet we know not how these 
satires, though once in great favour and esteem, 
are wearing out of fashion; and perhaps, as Swift 
justly had said of them, the Satirist should have 
been either more angry or more merry; in fact, they 
consist of a string of epigrams, written upon one 
subject, and tire the reader before he gets near the end.3 

O 
Night Thoughts still has not been given the unques

tioned ascendancy, though in print for twenty-three years. 

^It is this last phrase which becomes a core of the 
orthodox critical dogma, even to the present. 
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Duff, however, in his famous essay on genius two 

years later makes some restitution: 

We do not intend to insinuate, that Genius and 
Wit in the highest degree are in general incom
patible. They were united in Shakespear almost 
in an equal measure; and Young hath given a 
specimen of the former in his Night Thoughts, 
and of the latter in his Universal Passion: 
and in him they were both united together in a 
degree of perfection that has not been equalled, 
since the era of [ShakespeareJ.* 

Within a few years, Ruffhead*s biography of Pope 

made direct comparisons of Young and Pope in discussing 

their satires upon women: 

However I may hazard my reputation by the comparison, 
I do not scruple, in some few instances, to prefer 
Dr. Young1s Satire on Women in his Universal Passion: 
though it is, upon the whole, greatly inferior to 
Mr. Pope*s in point of versification, order, witj 
sentiment, ease, and penetration into nature . . .5 

The reader will observe that there is the same moral 
turn of sentiment, and that in fact the same precept 
is inculcated in both. But in Mr. Pope, the splendor 
of the imagery so dazzles the imagination, that it 
diverts the precept from the heart. (p. 222, note) 

Samuel Johnson, by his inclusion in his Lives of the 

Poets of the unfortunate Croft biography of Young, did 

nothing to slow Young1s reputation on its downward course. 

Johnson*s personal remarks concerning the satires, as 

^"William Duff, An Essay on Original Genius (London, 
1767), pp. 54-55. The fulsomeness of this praise is due, in 
part at least, to the fact that Young*s Con.iectures on 
Original Composition corresponded in strong measure to many 
of Duff*s theories. 

^Owen Ruffhead, The Works of Alexander Pope. Esq. 
(London, 1769-1307), I, 214. 
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appended to the Croft biography, may in certain respects be 

seen as a judiciously tempered praise, for he is attempting 

a truly balanced estimate of the poet, which had not here

tofore been accomplished: 

Of Young's poems it is difficult to give any general 
character, for he has no uniformity of manner. . . . 
His numbers are sometimes smooth and sometimes 
rugged; his style is . . • sometimes diffusive, and 
sometimes concise. . . . The Universal Passion is 
indeed a very great performance. It is said to be 
a series of epigrams; but if it be, it is what the 
author intended. His endeavor was at the production 
of striking distichs and pointed sentences, and his 
distichs have the weight of solid sentiment, and 
his points the sharpness of resistless truth. 

His characters are often selected with discern
ment, and drawn with nicety; his illustrations are 
often happy, and his reflections often just. ... 
He plays, indeed, only on the surface of life; 
he never penetrates the recesses of the mind, and 
therefore the whole power of his poetry is ex
hausted by a single perusal; his conceits please 
only when they surprise. . . . When he lays hold 
of an illustration, he pursues it beyond expecta
tion, sometimes happily, as in his parallel of 
Quicksilver with Pleasure . . . which is very in
genious, very subtle, and almost exact. . . . 
He seems never to have studied prosody, nor to have 
had any direction but from his own ear. But, with 
all his defects, he was a man of genius and a poet. 

(pp. 403-406) 

Johnson1s use of such qualifying words as "some

times" and "often" may not necessarily indicate hesitancy 

in assessment of Young, despite what Johnson clearly intends 

to note as "defects." For the satires are unqualifiedly 

called a "very great performance." This pleased Boswell, 

who records what may be taken as the "definitive" Johnson 

position: "It gives me much pleasure to observe, that 



however Johnson may have casually talked, yet when he sits 

as an ' ardent judge, zealous to his trust, giving sentence* 

upon the excellent works of Young, he allows them the high 

praise to which they are entitled. 

Mrs. Thrale, however, records what may have been 

Johnson*s most unfavorable remark on Young1s work, although 

Johnson may have been thinking mainly of the Night Thoughts: 

"We were speaking of Young as a poet: Young*s works cried 

Johnson are like a miry Road, with here and there a Stepping 

Stone or so; but you must always so dirty your feet before 

another clear Place appears, that nobody will often walk 

that way.Johnson seems, thus, to foreshadow the gather

ing decline in Young's popularity, and was willing to offer 

reasons why this was to occur. 

As for Mrs. Thrale herself, she said: "I love 

Johnson's prose better than Addison's; I like the Dunciad 

beyond all Pope's poems; I delight in Young's Satires and 

in Ruben's paintings . . . (Balderstone, p. 470), although 

at a later point (p. 75&) she admits she "cannot guess what 

^James Boswell, The Life of Johnson, ed. R. W. Chap
man (London, 1961), p. 1111. 

^Katharine C. Balderstone, ed., Thraliana: The 
Diary of Mrs. Hester Lynch Thrale (Oxford, 1942), p. 174. 

°Such praise as hers is, of course, not to be con
sidered as proceeding from any great critical depths. 
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led Dr. Young into the Folly of making Leaves rhyme to 

Graves."9 

Boswell's admiration for Young was without qualifi

cation. He speaks elsewhere of "Dr. Young ... of whom my 

estimation is such, as to reckon his applause an honour even 

to Johnson. . . . Johnson was pleased when told of the 

minute attention with which Young had signified his appro

bation of his Essays" (p. 154). 

We have, however, no specific comment from Boswell 

regarding the satires. 

Goldsmith said in as many words what Johnson and 

others alluded to, in introductory criticisms to his collec

tion of English authors. Writing about 1775, he says: 

"Young's Satires were in higher reputation when published 

than they stand at present. He seems fonder of dazzling 

than pleasing; of raising our admiration for his wit, than 

our dislike of the follies he ridicules. 

Joseph Warton in 1732^ remarks about the lack of 

"offensive" materials in Young's satires of women as 

^The matter of Young's rhymes will be treated 
following. 

^Oliver Goldsmith, Works. ed. Peter Cunningham 
(London & New York, 1903), IX, 237-23S. Nevertheless, in 
his Collection Goldsmith includes all seven of the satires, 
and only the first two of the Night Thoughts. 

•^His esteem for Young is indicated by his dedica
tion of his Essay on Pope to the poet; Young was still 
alive at the time of the first volume. 



101 

compared with Pope's, and then evaluates The Universal 

Passion as 

a work that abounds in wit, observation on life, 
pleasantry, delicacy, urbanity, and the most well-
bred raillery, without a single mark of spleen and 
ill-nature. These were,the first characteristical 
satires in our language and are written with ease 
and familiarity of style, very different from this 
author's other works. . . . After reading these 
pieces, so full of a knowledge of the world, one is 
at a loss to know what Mr. Pope could mean by saying 
that though Young was a man of genius, yet he wanted 
common sense.(II, 142-143) 

One is able to sense clearly the beginnings of the "defense" 

of Young, who had never before needed defense. 

As Young's own century drew to a close, Percival 

Stockdale was still able to include Young as among the 

"Truly eminent" English poets, though offering more severe 

criticism than previously seen of the satires: 

. . .  i n  h i s  Love of Fame. and indeed, in many of 
his other works, Lhe] is ambitiously sententious: 
he delights in stinging vice with tne little shafts 
of epigram; the mental eye, that should immediately 
and fully receive the steady light of piety, is 
divided, dazzled, and fatigued with the glitter of 
point, antitheses; and affected and forced assem
blage of imagery. . . . The Satires . . . are 
fraught with both ingenuity, and with genius; and 
they stigmatize, with great force and acumen, the 
dissipation, the vices, and the crimes of the age. 
But their ornaments, or rather their tenour, is 
elaborate and affected; we are undoubtedly 

•'• This is only partially correct; see following, 
"The Place of The Universal Passion in the Course of English 
Satire." 

^Pope was here speaking of Young's behavior, not 
his literary acquirements; but he has been misinterpreted 
in this remark ever since. See Croft, Lives. p. 367. 
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entertained by his sallies, or contortions of wit; 
but we are oppressed with the constant repetition 
of them. . . . His flashes of humour are fireworks; 
they are artificial fire; and the novelty of their 
play is often so whimsical and extravagant that it 
dashes and breaks the pleasure. ... I am grieved 
to think that Young is sometimes,- in poetry, what a 
dancing-master is in manners. 

The Love of Fame, however, is the work of a great 
poet. . . . Indeed,.it abounds with passages which 
are worthy of Pope.1^ (p. 556) 

It would not be long before an anonymous writer in 

the Edinburgh Review (October 13, l3l£) could feel free 

enough to condemn in truly cavalier fashion, with scarcely 

a pretense at praise: 

Through all the works of Young, written with such 
a variety of temper and manner, there predominates 
one talent, inexhaustible wit, with little sound
ness of reason or depth of sensibility. . . . His 
combinations are as grotesque and fantastic in his 
Night Thoughts as in his Satires. . . . (XXII, 215) 

Hazlitt, some few years later could condense the 

now-stock estimate into one sentence and pass on to other 

matters: "His Universal Passion is a keen and powerful 

satire; but the effort takes from the effect, and oppresses 

attention by perpetual and violent demands upon it."16 

14-Percival Stockdale, Lectures on the Truly Eminent 
English Poets (London, 1807), I, 551 ff. 

•^This is the orthodox "praise-after-damnation," 
except that the latter is able to assume greater proportions 
with the passing years; the Johnson-Goldsmith estimates will 
dominate the criticism for some time to come. 

1^William Hazlitt, Lectures on the English Poets 
(Oxford, 1924), p. 173. 
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One gathers that, by now, no one is bothering to 

read the satires for himself any more. Very soon, no one 

will even be reading the Night Thoughts. 

Blackwood*s for June, lB2g, passes off an ill-

conceived and distressingly written anonymous piece^? of 

Young criticism. In it we are able to see immediately that 

it is news to many that Young ever wrote satire. 

Talking of churchyards, old big-wigged Dr. Young 
... was no small shakes in satire. He was him
self the prey of his own epigrammatic genius, that 
would never let him rest in ordinary speech but 
kept pointing every line as it came up, often at 
the wrong end. . . . Yet the doctor had a clear-
seeing eye for vice and folly. ... He sometimes 
seems to be angry with sins, solely because they 
insult him in his character as a clergyman. . . . 
Men of the world, we believe, used to laugh at the 
doctor1s satire, but, we suspect, out of the wrong 
side of their mouths. . . . All his writings, how
ever, want keeping, are distinguished by exaggera
tion and disproportion. . . . But Young was a poet, 
nevertheless, of a high order. He had a fine 
imagination. . . . (XXXIII, $36-337) 

Even here, we see, the stock tribute must be paid at 

the end, though the poet has now become a source of ridi

cule. George Eliot, to be noted further on, obviously did 

not invent the supercilious, superficial approach to Young. 

Young*s popularity with the reading public, however, 

did not wane as rapidly as with the critics. Major editions 

of his collected works were appearing regularly. But even 

•^Identified years later as done by "Professor 
Wilson," probably the one-time editor of Blackwood*s. 
John Wilson. The identification, however, is purely con
jectural, for the article was not signed "Christopher 
North," Wilson's pseudonym. 
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his editors and biographers were monotonous mouthers of the 

critical cliches on Young, scarcely bothering to disguise 

their critical borrowings. The Mitford edition of 1844 

exemplifies: 

These Satires are the production of a mind rendered 
acute by observation, and polished by wit. They 
abound in ingenious and humorous allusions. They 
show much knowledge of life, experience of society. 
. . . Their defects appear to me to consist in their 
being too epigrammatic, by which single couplets 
sparkle with a brilliancy and point, that concen
trates the allusion or image within their narrow 
bounds, and separates it from the rest of the poem. 
. . . Many passages read like a continued string of 
epigrams. . . . There is a spottiness in the execu
tion of these satires disagreeable to a pure and 
correct taste. . . . Some rhymes^are defective in 
exactness and some are wanting.1® But the great 
defect is in the perpetual exaggeration of the 
sentiment, which mars the delicacy of the wit, 
destroys the justice of the satire, and forfeits 
the confidence of the reader. There is no grada
tion of censure or praise, no middle tint bringing 
lights and shadows into harmony, no diminishing 
perspective in the moral view. All objects are 
equally bright, and equally near and all repre- 1Q 
sented in a distorted and disproportionate size. y 

The accusation of lack of "perspective in the moral 

view" is a new type of criticism, and again one that cannot 

have risen from careful reading. 

John Doran, writing for the 1854 Nichols edition of 

Young*s Works, apparently reversed current critical practice 

and read the satires for himself, with the result that he 

^Mitford here notes the rimes of "safe-laugh; 
estate-conceit;" this matter will be treated later. 

•*-9«John Mitford, ed., The Poetical Works of Edward 
Young (London, 1844), I, xxv-xxvii. 
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loses the cliches, does not talk of "strings of epigrams," 

"ingenious wit," etc. 

The Satires will live for ever because, in descrip
tion they are true reflexes of the times, and in 
sentiment applicable to all other ages; individual 
in allusion, yet general of application. (xxxviii) 

In the Satires of Young we find a picture-gallery 
of his contemporaries in which the portraits are 
not all, indeed, of equal merit, nor equally true; 
but where all are, at least, striking and well 
drawn. (xl) 

Swift said of these Satires that they should have 
been either more angry or more merry. To me, if 
I may so say, and with deference, they appear to 
contain a sufficiency both of mirth and indigna
tion. (xliv) 

In Goldsmith's time these Satires had fallen below 
their originally great reputation. They merit, 
however, complete restoration to public favour. 
In spite of some uncouth rhymes and awkward phrases, 
they contain lines of great elegance, wit sparkling 
and rapid, ease of expression, indisputable common 
sense, and an endless good nature, even when the 
scourge is being most lustily applied. (xlvi) 

His cry for restitution was a lonely one, however. 

E. A. Duyckink, writing later in the same year (as a result 

of the Doran edition) warmed over the old criticism but 

apparently took a note (and phraseology) from Johnson and 

at least read the "quicksilver" simile which Johnson admired: 

Of the similes of Young involving a high order of 
wit, we may instance his comparison of pleasure 
with quicksilver, in the fifth of his Satires. It 
is very happily varied in its gay, sparkling com
mencement and its solemn close, and has the advan
tage of scientific accuracy, as well as of 
picturesqueness. ... (pp. 269-295) 

Thus, when the Westminster Review in 1#57 requested 

of George Eliot that she prepare an article on Young, she 
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undertook nothing new in attempting to sink Young beneath 

the waves of critical scorn; she only happened to be the 

most recent and notable. Shelley and Wicker are, we may 

judge now, somewhat off in estimating her attack as Young's 

undoing. Wicker, for instance, says "the Victorian novelist 

perpetrated a serious libel upon Young which did much to 

hasten the decline of his fame" (p. 30). The decline of 

Young's fame had so far set in that Eliot was bravely beat-
• 

20 
ing dead horses and no one even cared to challenge her. 

The seventh and last satire . . . contains nothing 
in particular except lunatic flattery of George I 
and his prime minister. (p. 13) 

His want of mastery in rhyme is especially a draw
back on the effect of his 'Satires.' (p. 38) 

Young is not a satirist of a high order. His satire 
has neither the terrible vigour, the lacerating 
energy of genuine indignation, nor the humour which 
owns loving fellowship with the poor human nature 
it laughs at; nor yet the personal bitterness which 
. . . ensures those living touches. . . . Young could 
never describe a really complex human being; but 
what he could do with eminent success was to describe 
with neat and finished point obvious types of manners 
rather than of character.. . . there is no more 
emotion in his satire than if he were turning witty 
verses on a waxen image. ... He has none of those 
felicitous epithets, none of those pregnant lines, 
by which Pope's Satires have enriched the ordinary 
speech of educated men. (p. 39) 

Eliot's comments are to receive later attention, but in 

20 wThe illustrative quotations are taken from Eliot's 
"Worldliness and Other-worldliness, The Poet Young." 

21 xWhich, as will be seen, is exactly what Young was 
trying to do. 
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passing it should be noted that in Allibone's Poetical 

Quotations (Philadelphia, 1873), there are more than one 

hundred citations from Love of Fame among those considered 

"the most familiar quotations in English Letters." 

A good portion of Eliot's criticisms are unanswer

able; but they are also valueless because they proceed from 

a serious misunderstanding of the type of satire Young was 

writing (see Chapter IV, part 1). She faults him on his 

very successes, not knowing that Young*s satiric theory was 

at great variance with the Swift-Pope type, which Eliot 

favors. She does concede, however, that "Young*s satires on 

women are superior to Pope*s; which is only saying that they 

are superior to Pope's greatest failure" (p. 41)• 

An anonymous "Life" prefixed to an Edinburgh Works 

in 1^70 takes a more dispassionate view of the satires, but 

again as though informing readers about a work they had not 

known the author wrote. (The article also notes that, even 

so late Young*s tragedy The Revenge "still keeps possession 

of the stage.") Of the satires it says that: "There is 

good downright power in these compositions. But satire 

rarely keeps hold on the public mind, however it may dazzle 

as novelty . . ." (p. xi). This is notable for being one of 

the few criticisms which correctly places the blame for the 

satire's faded reputation upon changing tastes and times 

22See Frank, p. 119. 
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rather than Young's literary shortcomings. This problem is 

a major concern of the following chapter. 

Coleridge is recorded by his nephew, Sir John Taylor 

Coleridge, Jr., to have commented upon Young as follows: 

"Young, he said, was not a poet to be read through at once. 

His love of point and wit had often put an end to his pathos 

and sublimity, but there were parts in him which must be 

immortal."^ it is possible to surmise that Coleridge 

referred only to Night Thoughts, and never read The 

Universal Passion. By now, even among the most literate, 

there were great numbers who had never even heard of it. 

True "scholarship" as such had not yet touched upon 

Young, except in regard to his Night Thoughts. Even Gosse, 

closing the nineteenth century with his History of Eight

eenth Century Literature. was content to parrot the cliches 

of a century past in summing up—and dismissing entirely— 

Young*s satires: 

These pieces preceded Popefs essays in the same 
direction, and though Swift justly complained that 
they should have been either more merry or more 
angry to be good satires2^ they pleased the town. 
They were smooth and brilliant though very care
lessly rhymed; they were really witty though they 
always lacked the last polish; and until Pope threw 
them into the shade by the lustre of his own2? they 

^Henry Nelson Coleridge, The Table Talk and Omniana 
(London, 1$£&), p. 296. 

2^Swift, of course, did not say "to be good satires," 
but "for the present age to relish as he deserves." 

2^Which did not happen, at least among the reading 
public, as has been shown in the section dealing with the 
satires' publishing history. 
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passed as very light and sparkling satires in the 
Latin manner. The fifth, on Woman, is much the 
brightest and liveliest; the second contains the 
famous eulogy on Chesterfield.26 These satires 
are unlike Young1s earlier and later writing. . . . 
It is by The Complaint or N ight Thoughts. that 
Young holds his rank among the British poets, and 
the general reader may totally ignore all else 
that he has written.2' 

As if in open defiance of 00336*3 dictum to forget 

all of Young except Night Thoughts, the twentieth century 

opened with the first—and thus far the only—major schol

arly study of the entire Young corpus to be published in 

any language. 

2. The Satires in the Twentieth Century 

Le Poete Edward Young, by Walter Thomas, appeared in 

1901; it gives primary attention among Young*s writings to 

Night Thoughts, as would be expected due to the tremendous 

European influence which that work exerted. The French 

scholar, however, stands lonely and unique in the amount of 

critical light which he succeeds in focussing upon the 

satires. His objectivity, resourcefulness and acumen have 

provided for Young scholars ever since a peerless mine of 

authoritative information and analysis. It is somewhat 

unnerving that despite this, a large number of those in the 

2^This reference is equivocal and certainly was not 
famous. 

2?Edmund Gosse, A History of Eighteenth Century 
Literature (New York, 1927), pp. 211-212. 
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twentieth century who make literary judgments on Young do 

so without having bothered to read Thomas, or indeed without 

having read much of Young, but simply use the comforting 

critical handholds gouged out over the past two hundred 

years. Thomas1 book, however, at least opened once again 

the entire field of Young criticism; and there are even 

directly complimentary things about Night Thoughts appearing 

from time to time. 

Courthope in his History makes a dramatic break 

with precedent and actually quotes dozens of lines from the 

satires in illustration of his opinions. We may quarrel 

with his opinions, but still feel they are honestly arrived 

at. 

The first four of Young*s satires, however sensibly 
they may have touched the time, are not very inter
esting to posterity. The follies they aim at are 
trivial and transitory; the persons ridiculed are 
nameless. ... To call up the manners of the past 
in their vitality requires an element of passion 
such as found in the personal and political bit
terness of Popefs satire. On the other hand, in 
the fifth and sixth satires, "On Women," Young1s 
genius finds the happiest scope for its exercise. 
Nothing can surpass the versatility, delicacy and 
wit with which he discriminates between the differ
ent shades of folly in the female characters he 
has so closely observed. . . . His pictures of 
Lavinia in church; of the super-delicate Aspasia; 
best of all, perhaps, of Clio, mistress of the 
art of fdamning with faint praise;1 are master
pieces of satire. ... As regards their form, 
the first four satires . . . are not so much the 
development of a single moral theme as a series of 
detached epigrammatic observations.28 

2^Courthope, A History of English Poetry, pp. 293-
295. 
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It has now become possible to say that there are two 

schools of Young criticism, regarding the satires, where the 

previous century had only one school—and that ill-taught: 

there are those who like them, and those who do not. With 

a few notable exceptions, th§ detractors seem not to have 

read the satires; nearly all of the admirers seem to have 

read them. It is clearly a new critical era for The 

Universal Passion. 

Saintsbury made a plea, which may have been influ

ential, in his Peace of the Augustans: 

Not many people, perhaps, have read The Universal 
Passion., which is a pity. For it is not only, as 
Johnson said, a *very great performance,* but what 
he notices as a charge against it, that it is a 
•series of epigrams1 ought to commend it to the 
present day which prides itself on its own epi-
grammaticity. Only, Young1s epigrams do not de
pend upon cheap, and sometimes quite empty, paradox. 
Nor need the stoutest Johnsonian, even though he 
go with his master in deciding that Young 'plays 
only the surface of life . . .* go on with him to 
hold that *the whole power of his poetry is exhausted 
by a single perusal.* Young might have retorted 
that it was with the surface of life that he here 
meant to deal; . . . But the fault of Johnson*s 
judgment ... lies in the last sentence. It by no 
means follows ... that a superficial treatment 
must be itself of only passing interest. Pope is 
much more superficial than Young; yet some of those 
who hold Pope*s poetry cheapest as poetry, would 
confess that they never tire of the special pleasure 
which, as literature, it is fitted to give and does 
give them. It is true that Young*s is a much less 
artistically wrought and polished superficiality 
than Pope*s, and so it may please less. But John
son's error, like others of his, arose from con
fining attention to the matter instead of extending 
it, if not devoting it principally, to the treatment. 
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There is, in fact, plenty to please, and to please more 
than once.2^ (p. 66) 

Bowen a few years later feels no compunctions in 

speaking of The Universal Passion as "satires of distinctive 

merit" (p. 58). 

Havens also praises them, surprisingly in almost the 

same breath as he praises George Eliot*s scornful treatment 

of Young in her essay noted earlier. 

The best of Young*s couplets , and in some respects 
the best of all his work, is Love of Fame, the 
Universal Passion (1725-28). The seven satires that 
make up this volume possess a finish, brilliance, 
and epigrammatic point which render them at times 
but little inferior to those of the *wasp of Twick
enham,* which they antedate.31 

Walker, with still another dimension of critical in

sight, wrote thus in 1925: 

Nothing will ever make those seven satires . . . 
popular again; but they have very substantial merits 
all the same. Though few would turn to Young for 
models of terse wisdom, again and again he fulfills 
Pope's definition of wit by giving admirable expres
sion to what has often been thought. He can state 
effectively a truth which only a few can know by 
their own experience, "None think the great unhappy 
but the great;" in half a dozen words he can bring 

29saintsbury is not all praise, however. He styles 
Young*s rhymes, phrasing and grammar as on occasion "vicious 
. . . clumsy and positively bad." His estimate of the 
relatively superficial quality of Young vis-a-vis Pope is 
perhaps questionable. 

^Perhaps not completely unaccountably: he cannot 
stomach the Night Thoughts, and Eliot must have caught his 
sympathy there. 

3•'•Raymond Dexter Havens, The Influence of Milton on 
English Poetry (Cambridge, 1922), p. 150. 
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home to us the intimate relation between qualities 
superficially unconnected with one another—"Good 
breeding is the blossom of good sense." These lines 
illustrate what is?perhaps Young*s best gift, his 
just moral sense.^ 

It is heartening on occasion to see morality 

seriously offered as an aspect of Young's artistry; it is 

nearly impossible to entertain a meaningful view of 

Augustan letters without such an understanding. 

Irving resurrects a type of tribute to Young which 

had not been seen for over 150 years: he quotes Young time 

after time throughout his book not for purposes of criti

cism, but in order to illustrate his descriptions of 

Augustan life.33 

McKillop, while among the favorable regarding Young, 

sounds like a mere memorizer of the "new orthodoxy," in his 

remarks: " The Universal Passion shows high literary com

petence, sharpness of phrase, and a neatness of wit, . . . 

but these pieces lack the personal conviction which is 

necessary to animate important satire."3^ 

Wolfe speaks of their artistry in this fashion: 

No man ever wrote plainer or with more modest com
petence. His satires have their obvious weaknesses. 

^Walker, English Satire and Satirists, pp. 223-224. 

^William Henry Irving, John Gay's London (Cambridge, 
Mass., 1923), passim. 

34-Alan D. McKillop, English Literature from Dryden 
to Burns (New York, 194$), p. 203. 
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They are marred by a sycophantic adulation of the 
great, and by sententiousness. ... But on the 
other hand they are never dull, often wise, always 
mature, and not seldom witty ... the gentle, in
dulgent, and above all, sensible uncle of the 
Trollope kind. Such a man finds much to deplore 
and surprise, but nothing to.drive him foaming 
through the streets of time.-" 

Dyson, after comparing Young and Pope in certain 

respects, says of Young*s satiric artistry that: "He has 

a good eye for types and a good ear. He cannot sustain his 

verse at such length as Pope and his touch is less sure. 

But these satires are the real thing. . . ."36 

Mackail, among those aiming consciously at a resto

ration of interest in Young,37 called his satires a "volume 

of no little brilliance, not unworthy to be placed beside 

those of Pope himself, though they lack the exquisite 

artist's touch and the faculty of concentration and distil-

ment. They are sources, like his other works, of celebrated 

quotations . . ." (p. 117). 

With respect to the last statement above, Miss Bowen 

reminds us that as late as 1923 "the name of Young figures 

^Humbert Wolfe, Notes on English Verse Satire 
(New York, 1929), p. 92. 

3%. V. D. Dyson and John Butt, Augustans and 
Romantics (London, 1940), p. 53. 

^Although he called Croft's biography "an able 
piece of work." 
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nearly as often as the names of Shakespeare and Pope under 

quoted lines . . (p. 57).^ 

Bailey, whose lyric flights sometimes distort her 

sense of criticism when evaluating Young, is perhaps over-

sympathetic and guilty of careless reading in saying of the 

satires that they are 

. . . much beyond their own day—more heart-engaging 
than the acid of Dryden and Pope, more gictorially 
individualized than anything by Prior,39 more warmly 
human and intimate than the work of anyone save 
Goldsmith. His bouncing squire, his book collector 
who never reads, his churchgoer correctly civil to 
God, are all set forth in impeccable couplets but 
with a tolerant good nature which seems a forecast 
of romantic genre portraits. (p. 203) 

Finally among the "friends" of Young we may list 

KBnig, whose labored, philosophical study of Young*s early 

works has this to say of the satires: "CDie Satirenj mttssen 

als die bedeutendste Leistung dieser FrUhperiode angesehen 

werden. Young kommt damit nicht nur Pope zuvor, sondern 

ttbertrifft darin diesen Rivalen nicht selten an Leichtigkeit 

und Brillanz."^0 

KBnig, it must be noted, wrote a profound but prac

tical work of scholarship, establishing the fundamental 

38This is somewhat misleading in context, as the 
great bulk of "quoted" Young is from the Night Thoughts. In 
Young*s own time, however, the satires were widely quoted. 

39This is an astonishing criticism, and anyone who 
has read both poets will wonder at it. 

^Erick KBnig, Edward Young. Versuch einer 
gedanklich Interpretation auf Grund der Frtthwerke (Berne, 
Francke, 1954), p. 9. 
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continuity and consistency of Young1s philosophy as it 

undergirds and motivates all of his literary productions. 

He sees Young as having a mind capable of assimilating the 

advanced thinking of his age socially and scientifically, 

but in instinctive rebellion against the Deistic de

personalization of God.^1 This work, like Thomas*, deserves 

translation into English. 

At least some of the adverse modern criticism of 

the satires is based upon real study and must be dealt with; 

other criticism, as previously alluded to, is often super

ficial and second-hand, but due to prominence in standard 

reference works must also be noted. The criticisms will be 

presented, then summarized according to their nature, and 

dealt with in the next section, "In Defense of the Satires1 

Artistry." 

Leslie Stephen dared offer such a comment as this: 

"Young, a singularly clever writer, was eclipsed by Pope 

because he kept to denoting general types and was not inti

mate with the actors on the stage" (p. 11S). Except for the 

phrase stating that Young was a "clever writer," this state

ment is based in utter ignorance and is completely wrong, as 

may be readily judged from preceding materials. 

In the Kunitz Dictionary, the satires are spoken of 

as: 

^This latter theme has been noted previously in 
"The Satires as Mirror of their Times." 
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too obviously grounded in disgruntlement. ... He 
was probably the worst craftsman among recognized 
poets; his rhyme, his metrics, his phraseology all 
were bad. ... He had a real gift for epigram 
which emerged occasionally amid the sentimentalism 
and the platitudinousness. . . . His extravagant 
odes to the great men whom he was courting . . . 
are so dripping with flattery that they are more 
absurd than they are disgusting. (p. 5&4) 

Here one notes echoes of nineteenth-century criticisms 

amidst a generally uninformed polemic. 

Miss Bowen, who gives many evidences of not having 

read the satires with any degree of care, says of both the 

Satires and the Night Thoughts: 

Young's metre is full of faults; he had studied 
Milton, but to no great purpose; he could not escape 
the lure of the neat couplet, the pause at the end 
of every line, the effective quotable sentence and 
such ornaments as antitheses, alliteration and meta
phor, useless return of verb, ornament carried to 
excess. ... (p. 69) 

CTheseJ sketches in pompous heroic couplets, full 
of Latinisms . . . though neat and full of trenchant 
lines ... do not pretend to be poetry and can 
hardly be accepted as literature. (p. 63) 

Interesting contradictions to certain of Miss 

Bowen's remarks are found in Boyce: 

EYoung'sQ genuine wit and skilful versification are 
not enough to save the collection from monotony, 
especially since in size, method and tone the sketches 
are generally uniform. Young sees about as much 
wrong with society as Pope does, but his evil and 
foolish figures are presented without complexity as 
his verse is without antitheses. 

Boyce, in general, scores what he feels to be Young's lack 

^Boyce, The Character Sketches in Pope's Poems. 
p. 129. 
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of complexity in character-presentations, contrasting him 

with Pope who "notices the complications and unresolved ten

sions in human nature that Young usually ignores" (p. 129). 

The Cambridge History seems to serve as the source 

for the anti-Young orthodoxy (cf. Kunitz above, for in

stance). The word is out, however unsubstantiated, that 

his artistry is totally lacking. 

Night Thoughts is hard reading, nowadays, . . . and 
the rest of Young, even The Universal Passion, is 
harder. ... of almost all men of genius and almost 
all poets, he was the most singularly lacking in 
art. ... It is quite astonishing how bad an artist 
Young is. . . .In gross and in detail, Young*s art, 
in his mere craftsmanship, is absolutely untrust
worthy. His rimes are the worst that we have from 
any English poet, except Mrs. Browning. ... In 
the greater matter (as some hold it) of construction, 
he is equally weak.43 

Dobree, claiming that to ignore The Universal 

Passion would be to flout the opinions of Dr. Johnson and 

Mr. Saintsbury, will not, however, accede to its favorable 

evaluation: He does not fault the artistry; he only finds 

the work boring, lacking change of pace or tension, a re

curring criticism and one occasionally voiced by those who 

have seriously studied the satires: 

Even so, it must be read in short snatches, if it 
is to be enjoyed; otherwise, like the rest of Young*s 
verse, it invites slumber. There is no movement, no-
change of pace, no alteration in tension; and the 

^George Saintsbury, "Young, Collins and the Lesser 
Poets of the Age of Johnson," X, 158-159. The matter of 
construction, along with other criticisms, will be treated 
in the following section. 
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reason would seem to be that Young had no real sense 
of the evils he set himself up to attack. He erected 
Aunt Sallies which he had no difficulty in knocking 
down. . . . There is nothing fresh or freshly con
ceived about them, and the immediate popularity of 
the work may well be ascribed to the fact that its 
readers were able to welcome old friends in it. . . . 
CHere quotes four of the poemTs emptier lines] 
The reading public apparently was taken in by 
this sapless drooling: those who appointed to 
bishoprics were not.44 

Young is still, since Eliot wrote, being accused of in

sincerity. 

In his English Satire. Sutherland evinces some of 

Dobree^ feelings, but with a difference: 

When we read Young*s Love of Fame, the Universal 
Passion, we may find ourselves wondering why we 
don*t think better of it. Young is astute and 
sensible, he has telling things to say on every 
page; and yet he soon grows monotonous, and we 
become aware that our attention is beginning to 
wander. Formal verse satire, unsupported as it 
is by any narrative interest and therefore resting 
entirely on its own merits, must be of the finest 
quality if it is to be worth reading.*5 

As far as I have been able to determine, there is 

only one critical analysis of Young's satires in this cen

tury which shows extensive reading of The Universal Passion 

and still comes up with a negative evaluation. W. C. Brown, 

in his Triumph of Form, devotes many pages to a survey of 

the satires, quotes dozens of passages, and yet leaves one 

feeling that the judgments expressed are still somewhat 

^Bonamy Dobree, English Literature in the Early 
Eighteenth Century. 1700-1740 (Oxford. 1959). p. 523. 

^James R. Sutherland, English Satire (Cambridge 
University Press, 195#), p. 64. 



120 

superficial* Nevertheless, the chapter deserves attention 

and serves as a natural connective between this part of the 

discussion and the "defense" of Young*s artistry. 

Young1s procedure is a combination of moral and 
satiric editorializing interspersed between satiric 
type-portraits. Structurally this method tends to 
lack unity and to be too mechanical.*1'" • • • The 
arrangement is mechanical and heavy-handed . • • 
Belus is a straw figure.^' 

Furthers 

As we noted in the discussion of "dramatic ten
sion" in the work of Dryden, Pope, Johnson, and 
Churchill, contrast is an essential characteristic 
of satire. In the satires of Young, however, there 
is a lack of dramatic tension because the contrasts 
are static: they remain black and white, with no 
lights and shadows. He also deals too exclusively 
in extremes which tend to give his satires a 
mechanical unreality. (p. 126) 

Continuing his comments upon structural problems, 

he notes that: "The most obvious weakness in structure 

. . . arises from the simple fact of his being unable to 

stick to the subject. Most of these poems reveal a wool

gathering tendency . . .to meander from one subject to 

another and back again" (p. 123). 

He is the only critic who gives serious attention 

to the structure of the piece, and many of his criticisms 

^He illustrates this with the "Belus" portrait from 
Satire II. but because he used a faulty edition was led into 
combining two passages which Young clearly intended sepa
rating, as shown in the 1723 edition. 

^Wallace Cable Brown, The Triumph of Form. A Study 
of the Later Masters of the Heroic Couplet (Chapel Hill. 
1948), p. 121. 
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are well taken, especially if one forgets that part of the 

essence of the formal verse satire was its loose form and 

format. 

Brown gives major attention, as the purpose of his 

book determines, to Young*s use of the couplet. "Young is 

overfond of another device that tends to weaken the struc

tural unity of his poems: the epigrammatic couplet. . . . 

In most of the satires there is a hodgepodge of mediocre 

and brilliant fragments" (p. 122). 

The technical basis for Young's couplet, he properly 

remarks, is 

. . . the one established by Pope: the epigrammatic 
norm. Young*s satires are replete with excellent 
examples, some witty, some moralistic, all senten
tious. . . . EHe gives here a number of favorable 
examples.] In all these couplets the Pope formula 
appears with a vengeance: completion of the thought 
with the couplet, parallel syntax, emphatic mascu
line rhymes . .' . (p. 124) 

The adherence to Pope in this becomes, he feels, "a source 

of weakness." 

He adheres so closely that he misses a more important 
axiom of Pope's, to "snatch a grace beyond the reach 
of art." This lack of metrical and syntactic variety 
in Young*s work is unfortunately too often combined 
with an intellectual pedestrianism that places his 
heroic-couplet poems among those of the second order, 
if not worse. (p. 126) 

. . .  i n  a l l  o f  Y o u n g ' s  h e r o i c  c o u p l e t s ,  t h e r e  i s  
generally a lack of subtlety and more important, an 
absence of neo-classic "wit." (p. 12g) 

Brown is here alone in feeling that Young lacks "wit"; 

he has been accused often, as noted, of having too much wit. 
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He has, nevertheless, a word of relative praise: 

In structure and technical achievements, Young*s 
best poem as a whole is probably the sixth satire, 
"On Women." • . . The poem has a more ingenious and 
effective beginning than is usual with Young . . • 
CbutJ the spirit, the over-all tone, does not 
measure up to the high satiric purpose. (p. 1 2 6 )  

The foregoing presentation of twentieth-century 

criticism of Young*s satires is representative. Before 

proceeding with the categorization of the critical remarks, 

and an attempt to meet the major objections levelled at 

Young*s work, two generalizations may be offered. First, 

considerably more people seem to be reading the satires 

before pronouncing upon them than was true of previous gen

erations. Second, "sides are being chosen," probably as a 

result of this renewed reading; the final composition of the 

opposing critical sides cannot yet be estimated. 

3. In Defense of the Satires* Artistry 

The attacks made upon Young*s satires, both during 

and after his lifetime, can be summarized as criticism of 

a) their style; b) their structure; and c) their content. 

He has been seriously and continuously faulted on all three 

counts. He has, of course-, been praised for all three, but 

attention will be given primarily to the negative criticism 

as it has been presented. 

In regard to style, the elements most frequently 

noted have concerned his "wit," epigrammatics (perhaps 
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allied to wit), his versification (rhymes and "numbers"), 

and his imagery and diction. 

1. Wit. Young has been accused as recently as 

Brown's work of being devoid of "neo-classic wit" 

(p. 128).^ In the eighteenth century, however, Goldsmith 

("Introduction") and Stockdale (Lectures) were among those 

accusing the satires of an overabundance of wit. The term 

has been probably the most ubiquitous of any in the long 

history of Young criticism, and is either praised or blamed, 

but never elaborated upon. As may be gathered readily from 

the criticisms noted previously, some form of "wit" is 

certainly abundant throughout the satires.The term has 

been as ambiguous in meaning perhaps as the word "nature." 

It is difficult if not impossible to know what is being 

attacked by critics who attack Young's "wit," for the term 

seems to denote an extremely diffuse and largely subjective 

concept, varying in meaning according to whoever is writing. 

Importantly, it is not the type of wit which is criticized, 

but its mere presence. There is no attack upon "false wit," 

by any commentator; if there were, it would be possible to 

conduct a defense on the eighteenth century "neo-classic" 

lines, as in the True Wit-False Wit controversies. 

^Brown does not offer any definition of what such 
"wit" might be. 

^Despite Brown*s remark, which must be based on 
that scholar's idiosyncratic definition of "wit." 
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Closer analysis reveals that a commonality among the 

defenders or detractors of Young1s "wit" seems to lie in the 

attitude toward his epigrammatic verse. Those who praise 

him in this respect^ are likely to speak approvingly of his 

"wit." Those who attack his epigrammaticity^ attack also 

his "wit" either by naming the term or naming certain of its 

traits--"dazzle, sententiousness, ornamentation, clever

ness," etc. 

It is not possible to defend the satires against the 

accusation that they contain "wit," whatever the critics may 

intend by the term. To admit that the "wit" is sometimes 

strained, or unnecessarily prolonged, or expended in embel

lishment of what is, after all, a fairly trivial idea, is 

not to negate its valid presence, however. Since the field 

is open for elucidation, I would choose to mark Young*s "wit" 

as characterized at least by sententiousness (in its higher 

meaning), subtle humor, light-hearted nostalgia, and a true, 

if wry, human insight. (I find the "dazzle" of his wit not 

nearly so prominent as other commentators have found.) It 

will be sufficient for this defense if such wit can be 

shown to be strikingly or usefully employed throughout the 

satires. 

For examples 

5^i.e., Johnson, Havens, Bailey et al. 

^Stockdale, Blackwood*s. Mitford, Bowen, etc. 
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Some go to Church, proud humbly to repent, 
And come back much more guilty than they went: 
One way they look, another way they steer. 
Pray to the Gods; but would have Mortals hear; 
And when their sins they set sincerely down, 
They*11 find that their religion has been one. 

(1:71-76) 

The effective conjunction in line 75 of "sin" and 

"sincerely" may be a borrowed effect from burlesque poetry, 

but Young has controlled it surely. 

Wit of a deliberately shocking sort is utilized in 

this: 

Of Folly, Vice, Disease, men proud we see; 
And (stranger still!) of Blockhead*s flattery, 
Whose praise defames, as if a Fool should mean 
By spitting on your face to make it clean. 

(1:97-100) 

In describing the pride of ancestry: 

He stands for Fame on his forefathers1 feet, 
By Heraldry proved valiant, or discreet. 
With what a decent pride he throws his eyes 
Above the man bv three descents less wise. 

(1:131-134) 

See the affected profundity of those who wish to be 

thought deep or studious: 

What*s the bent brow, or neck in thought reclin*d? 
The body,s wisdom to conceal the mind. 

(11:193-194) 

A new twist to an old idea makes the gourmet come 

off thus: 

If man by feeding well commences great, 
Much more the worm, to whom that man is meat. 

(III:d7-SS) 
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An epigram on superficiality: 

Triflers not evfn in Trifles can excell; 
*Tis solid bodies only polish well. 

(111:223-224) 

A summation of the idlers of society: 

To deck my List, by nature were design*d 
Such shining expletives of human kind, 
Who want, while thro1 blank life they dream along, 
Sense to be right, and passion to be wrong. 

(IV:37-90) 

The fop wilts beneath this: 

Nothing exceeds in ridicule, no doubt, 
A fool in fashion, but a fool that's out. 

(IV:105-106) 

A comment on women*s temperament: 

If you resent, and wish a woman ill, 
But turn her o'er one moment to her will. 

(V:^21-422) 

A careful sententiousness undergirds this; 

Nought treads so silent as the foot of Time: 
Hence we mistake our autumn for our prime; 
* Tis greatly wise to know, before we1re told, 
The melancholy news that we grow old. 

(V:497-500) 

In passing tribute to one of his "women" he writes: 

In Albucinda's native grace is seen 
What you, who labour at perfection, mean. 

(VI:339-340) 

Enough, perhaps, has been offered to demonstrate 

Young's mastery of a certain form of "wit" in highly varied 

patterns. Practically any page in the satires offers their 

equivalents. But those to whom "wit" always carries the 

meaning of "contrived" will never be pleased with the abun

dance of it in Young*s satires. 
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Further, if one reads all of the satires at a 

sitting,the abundance of wit can be distracting, as 

Thomas seems to have discovered: 

La plus evidente (d*imperfections) est certainement 
l'abus de 1*esprit. II y en a partout dans ces 
poemes au point que l'on s'en trouve €bloui. C'est 
un joyau a mille facetites placees en pleine lumidre 
et qui toutes €tincellent a la fois. ̂ De la^une 
impression de surprise et de curiosite au debut 
qui se change trop vite en une impression de 
fatigue. (p. 262) 

There is no defense for Young against an accusation 

of "overuse of wit" if one does not like wit such as Young 

uses. But this is a personal (though defensible) bias, and 

not an objective critical position. I enjoy the wit; others 

do not. It is nearly always well handled where used, and 

that should be the objective critical basis. The period 

following Young was one of general distaste for the "con

scious" wit and it is likely that we are still inheritors 

of that bias. 

2. Versification. In 1&4-3* 80 Thomas records 

(p. 27), the Penny Cyclopedia (XXIII, 714) said of Young: 

"His versification is that of a versifier, not a poet." 

Johnson had perhaps begun the tradition that Young*s versi

fication was occasionally rough ("rugged"). Yet Ruffhead, 

nearly at the same time, made Young's versification second 

only to Pope's among the Augustans. On the other hand, as 

52They were, like Night Thoughts, published indi
vidually and intended to be read so. 
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we have seen, Mrs. Thrale, contemporary with both Johnson 

and Ruffhead wondered about Young*s rhymes. Since the close 

of the eighteenth century, nearly every commentator, even 

his defenders such as Doran, took note of "uncouth rhymes." 

Young1s "numbers," or meter, have been scored ever since his 

death. The Cambridge History, as noted, simply made of 

Young the worst versifier in English letters. 

The matter of rhyme is one that can be treated with 

perhaps some effect. Mitford called attention to Young's 

rhyming of "estate" with "conceit." Mrs. Thrale marked 

"leaves" and "graves." Few others bothered to specify what 

rhymes were offensive. It is of particular importance to 

note that no one faulted his rhymes during the period of the 

satires* greatest popularity, the first half of the century. 

What happened, of course, as language textbooks now 

routinely point out, is that the sound of certain diphthongs 

in English was changing. By the end of the century the 

changes were fixed, and rhymes once perfectly acceptable at 

an earlier date were now "uncouth." Young and Pope were not 

the only ones to make such rhymes as "toil" and "smile,"53 

and the ea diphthong brought even wider variants to the 

printed page. Young seems to have found most of these 

variants—the ones marked by Mitford and Thrale are typical. 

He also uses "gate" and "compleat," "fame" and "theme," 

5^See Pope*s Essay on Criticism. 11. 6&7-6&S. 
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among others. Pope, in the second stanza of his Ode to 

Solitude, does not hesitate to rhyme "shade" with "bread," 

and in Rape of the Lock has "tea" rhyming with both sides 

of the ea shift. 

It is manifest, from this distance, that Young pre

served in his satires a very large number of the conserva

tive diphthongs. For exercising this poetic option, he 

then stood target in later times for all those who heard in 

his rhymes a faulty ear rather than a conservative diction. 

The problem was made more obvious by Young*s unfortunate 

use of the ea words in so very many terminal positions. 

The modern estimates of Young*s bad rhyming seem to 

rest on the opinion of earlier writers who lacked our know

ledge of English sound changes. Such an evaluative method 

is questionable. 

Young's faulty metre, or "numbers," cannot plead 

linguistic considerations for justification. Stockdale 

attempted to meet the dictum of the Biographia Britannica 

that Young had a "laboured stiffness of versification, a 

harshness of numbers," by saying,. "I cannot comprehend. He 

is a great master of numbers, both in blank verse, and 

rhyme. It appears, indeed, that he has been very attentive 

to polish his verse; but they are seldom stiff; harsh they 

^^Dryden, earlier, was rhyming "complete" with 
"met," as in Hind and the Panther. Ill, 24-25. 
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are never" (p. 571). Young is not above wrenching us 

through a line, making us use the French accenting of "com

plaisance" (on the first and. last syllables), for instance. 

But there cannot be above thirty lines in the satires where 

such forced shifts occur. His was not a "lyric" meter as 

Pope*s could so often be; but enough of his lines have been 

quoted already to show that his numbers are not the scanda

lous things Kunitz or the Cambridge History would have them 

be. Brown accused him of following the Popeian line too 

closely, too consciously—meter, breaks, antitheses, all of 

the machinery of the couplet. Boyce called his versifying 

"skillful." The question is not resolvable except according 

to one*s own opinion as to the degree of metrical chastity 

demanded. 

One strictly "objective" measure may be held against 

his versification, though a minor one: the presence or ab

sence of the gradus epithet, what the French call cheville. 

to "fill out a line," and convert a basic four-beat line 

into the desired heroic meter by adding an iambic adjective 

or adverb. This practice, common among the poorer coup-

leteers of the Augustan age, is nowhere in evidence in 

Young*s satires. 

Thomas* study of Young*s poetic technique convinced 

him that the poet had made serious study of Milton and Pope, 

with an attempt to adapt to his own style elements from both. 
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That he learned from Dryden is unquestionable; but his con

scious metrical technique was taken, Thomas believes, from 

"le milieu entre celle de Milton et celle de Pope. S'il 

reduit le nombre des inversions, il use a satiete des anti

theses brillantes que le distique en vogue mettait si bien 

en valeur" (p. 424). 

He may be more condemned, perhaps, for lack of pro

portion in taste than for lack of skill. Those who fault 

his occasional "harshness of numbers" are scoring an element 

which was, following the practice of Juvenal and Persius, 

allowable in satire, and at times consciously striven for. 

3. Imagery and Diction. Stockdale accusing Young 

of "forced imagery" and "artificial fire;" the Edinburgh 

Review calling Young's combinations "grotesque;" Mitford 

referring to distortion and disproportion; Bowen unequivo

cally refusing to consider the satires as literature or 

poetry; all of these are simply the more extreme of the 

judgments concerning the extent of real "poetry" in the 

satires, judgments which first took growth in the shadow of 

Johnson*s partly negative evaluation. 

The purist will, again, be offended by elements in 

Young's satires which he might excuse, or even admire, in 

those of another writer. Thomas balked at an image in which 

he says that Young: "manque de gout jusque dans le choix 

des metaphores et cela sans raison valable ou du moins sans 
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autre justification que le desir de surprendre" (p. 264). 

The lines which poetically offended him are from the fourth 

satire: 

Bad metre, that excrescence of the head, 
Like hair, will sprout, altho* the poet's dead. 

(IV:189-190) 

It is an ugly image; but it might have been praised had its 

logic been closer. Young has here become the victim of his 

own politesse: he can offend by crudity when lacking the 

rigorous logic to confirm the use of it. 

Three or four such blemishes as the foregoing are 

sufficient for unfriendly critics to be able to characterize 

a poet's skill in the essentials of his craft. What can be 

offered in rebuttal are the great number of instances, many 

times greater than the number of failures, when the poetic 

essence is of a high order indeed. Johnson, for instance, 

liked the Quicksilver image, one of those "often noted never 

quoted" orphans of literature: 

Pleasures are few, and fewer we enjoy; 
Pleasure, like Quick-silver, is bright, and coy; 
We strive to grasp it with our utmost skill, 
Still it eludes us, and it glitters still: 
If seized at last, compute your mighty gains, 
What is it, but rank poyson in your veins? 

(V:291-296) 

After a passage taking note of the tulip-worshippers 

of the day, represented by a man named Florio, Young lifts 

the trivial fad into a powerful and perhaps shocking image: 

We smile at Florists, we despise their joy, 
And think their hearts enamourfd of a toy; 
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But are those wiser whom we most admire, 
Survey with envy, and pursue with fire? 
What*s he who sighs for wealth, or fame, or power? 
Another Florio doating on a flower, 
A short-liv*d flower, and which has often sprung 
From sordid arts, as Florio*s out of dung. 

(11:49-56) 

This is imagery of no minor skill. 

Among his most skilled imagery, and finest poetry, 

I believe, are the sections in what might be called Young*s 

"Moral Elegy to the True Life," which weaves in and out of 

the work, and will be discussed in the following section on 

the artistic structure of the satires. A segment of this, 

borrowed later by Gray for the lines in the Elegy which be

gin "Full many a flower ..." may be quoted here. Young 

is speaking of Nature: 

In distant wilds, by human eyes unseen, 
She rears her flow*rs, and spreads her velvet green. 
Pure gurgling rills the lonely desart trace, 
And waste their musick on the savage race. 

(V:229-232) 

If one reads the satires for subtlety or irony, he 

will find little of either. Despite what will be seen as 

its real differences from its coevals, this is still Augus

tan poetry, the "poetry of Statement"ias it has been called. 

Structure. The structure of the satires has re

ceived only negligible attention, even by Brown and Frank. 

Frank*s primary intent was, of course, to establish a defin

itive text. Thomas aimed at discovering the sources, liter

ary relations, and artistic assessment of the satires. 
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KBnig deduced the philosophical assumptions in the work. No 

other studies dealt more than passing glances at the struc

ture , and Frank remains the only one to have achieved enough 

insight into the structure to make even the most desultory 

of evaluations. 

The over-all design of the satires, Frank feels, may 

be original.^ 

So far as I know, Young*s claim to originality of 
design was perfectly justified. His predecessors 
had written sets of satires but each unit was a 
separate piece, having no connection with others 
in the set, except that they all had & common 
author. . . . For the purpose of literary composi
tion, at least, Young accepted the theory that all 
human actions can be traced to a single impelling 
motive: 'publick opinion and esteem.* (p. 143) 

The merits of the scheme were that it gave his 
satires an appearance of unity and plan ... at 
the same time it allowed him to comment on the 
most diverse types of men and the most disparate 
kinds of vice and folly. (p. 147) 

Young*s use of this device of the "motivating 

passion," however, seems to have been based in more than 

Frank's estimate, "for purposes of literary composition." 

We may compare his statements from the "Preface" to the 

satires* 1723 edition with his later words in the sermon 

treated previously, A Vindication of Providence. 

. . . what men aim at by Cvice and folly.] is, gen
erally, publick opinion and esteem. Which truth is 
the subject of the following Satires; and joins 
them together as several branches from the same root. 

^Frank's opinions herein are not to be accepted 
fully. See following, "The Idea of 'Proper* Satire." 
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An unity of design, which has not (I think) in a 
set of Satires been attempted before. 

(Preface, p. iv) 

Now, Pride is Shame1s reverse. As shining in the 
Opinion of others is the supream Aim of almost all 
Men. ... (p. 32) 

For purposes of estimating such a vague notion as 

"artistic integrity," it is in Young*s case clear that the 

organization of the satires proceeded from a cogent philo

sophical base, a segment of his world-view rooted in 

experience. 

The mechanical structure may be somewhat more capri 

cious than the philosophical structure. Frank is certainly 

partly correct in this assessment of the mechanical: 

Though he had brought the work to a close (with 
Satire the Last), Young again enlarged the scheme 
by publishing two further satires known as V and 
VI, both exclusively devoted to women. This 
addition is less carefully integrated to the ori
ginal plan, yet when the separate satires were 
gathered into a single volume, V and VI were with 
some violence thrust between Satires IV and Last. 
This preserves a kind of titular unity, but little 
more. It would have been better had Young kept 
these two satires apart from the others, for he 
finds it difficult to prove that women*s follies 
arise from his universal passion . . . (see VI: 
531-532). Love of Fame, the Universal Passion. 
is not a unified satirical work. . . . Conceived, 
written, and published at different times, and 
under varying circumstances, what coherence it has 
is the result of the author*s artifice, not in
spiration. (pp» 27-23) 

5^His final statement regarding coherence seems 
rather meaningless. 
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From the past to the present are registered such 

opinions of the satires' structure as the Annual Register*s 

appellation, a "string of epigrams;" Saintsbury's "detached 

epigrammatic observations;11 Dobree's assessment that it 

lacked motion or tension; and Brown's contention that it 

lacked unity, and was mainly editorial woolgathering. 

What was lost sight of by critics after Young's 

death, and not recovered to knowledge until fairly recent 

times, was the fact that Young's work may have been the 

first, and remains with Pope's among the only, original 

classical verse satires of the Augustan age.57 Dryden came 

nearest, earlier, with MacFlecknoe. but this still remains 

more burlesque than classical satire. 

The formal structure of this genre has been fruit

fully explored by Tucker and Randolph. A pertinent segment 

of Miss Randolph's more detailed presentation will be given 

first. It is to be noted that her study is partly based 

upon Young's work, so that he has himself contributed in 

minor fashion to the very definition which she applies to 

him; yet this does not vitiate her case, for in her analysis 

she proceeds from classical to more modern representations, 

and has developed nearly her entire "definition" long before 

reaching Young's time. 

57j/[ary Claire Randolph, "The Structural Design of 
the Formal Verse Satire," Philological Quarterly. XXI (1942), 
376. There were a great many who wrote imitations of 
classical originals, of course. 



Within Can} outer frame lies the satire itself 
wherein . . . some irrational behaviour of Man, 
either foolish or vicious, is turned about on a 
pivot and its various sides and facets mercilessly 
exposed and illumined. ... 

To illustrate his thesis, win his case, and move 
his audience to thought and perhaps to psychological 
action, the Satirist utilizes miniature dramas, sen
tentious proverbs and quotable maxims, compressed 
beast fables, brief sermons, sharp debates, series of 
vignettes, swiftly sketched but painstaking built up 
satiric "characters" or portraits, figure processions 
little fictions and apologues, visions, apostrophes 
and invocations to abstractions.5s 

Now, CtheJ positive side of satire toward which 
the whole exegetical and rhetorical procedure is 
pointed is usually a dogma of a rationalistic philo
sophy since the essential function of Satire is ever 
by Ridicule to recall Man from the byways of Reason 
to the base line of Reason, that is, to present 
Rational Man as the norm or standard. In any age, 
Satire never fails to assume the colorations of the 
dominant rationalistic philosophy of that period 
. . . in the Renaissance, Rational Man is the 

^Young uses all of these, except the beast fable 
Invocations are common: 

Oh then, my muse! and fools and knaves expose, 
And, since thou canst not make a friend, make foes. 

(111:259-260) 

As miniature drama, one may consider the following: 

As Flavia in her glass an Angel spies, 
Pride whispers in her ear pernicious lies; 
Tells her, while she surveys a face so fine, 
Therefs no satiety of Charms divine: 
Hence, if her lover yawns, all chang*d appears 
Her temper, and she melts (sweet soulI) in tears. 
She fond and young, last week, her wish enjoy*d, 
In soft amusement all the night employ*d, 
The morning came, when Strephon waking found 
(Surprising sight!) his Bride in sorrow drown*d. 
"What miracle, says Strephon, makes thee weep? 
"Ah, barbarous man, she cries, how cou*d you—sleep?" 

(V:297-30S) 
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Sidneian humanist described in the courtesy books 
of the period; and in the Age of Enlightenment, he 
is the honnete homme.^ 

It would thus be possible ... to build each 
satire around an essential dogma of a chosen philo
sophy, and in a whole cluster of ten or a dozen 
satires, to present a pragmatic exegesis of that 
single philosophy. Persius did exactly that for 
Stoicism. ... It would also be possible to select 
a single broad thesis and to write a group of satires 
on various aspects of that single thesis as Edward 
Young did in his seven satires. ... In any case, 
whatever the plan, the positive rational mode of 
procedure advocated or unmistakably implied in a 
satire will be the precise opposite of the vice or 
folly ridiculed . . . the Virtue will oppose the 
Vice, or more specific Reason will oppose specific 
Unreason. ... 

One set form to be encountered in formal verse 
satire CisJ the satirist*s apologia pro satura sua 
. . ..for which there is now a considerable tradi
tion.60 

Tucker, in his much older study states Miss Ran

dolph* s essential position, but with an important addition 

regarding subjectiveness and the self-revelation of the 

satirist: 

The classical Satire ... is not characterized by 
any fixed organism, but is remarkable for an extent 
of ideas which somewhat compensates for this lack of 
definite structure. It may utilize various methods 
of expression, such as those of direct address, 
narrative or dialog; but remains largely a subjec
tive poem depending for its formal details entirely 

59»The ideal is that of Popefs Ode on Solitude or 
Pomfret's Choice. ... It is the mood of Hpratian urbanity, 
meditative friendship and classical reading ..." 
(Humphreys, p. 3)« 

^Young*s "Preface" was, of course, an apology as 
well as an advancement of theory. The above quotation was 
taken from Randolph, "Structural Design," pp. 372-375• 
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on the personality of the individual satirist.-
Thus it drifts naturally into self-revelation. 

The self-revelation of the following passage is 

based ultimately in classical precedent. 

0 thou my selfI abroad our counsels roam, 
And, like ill husbands, take no care at home. 
Thou too art wounded with the common dart, 
And love of Fame lyes throbbing at thy heart; 
And what wise means to gain it hast thou chose? 
Know, fame. and fortune both are made of Prose. 
Is thy ambition sweating for a rhyme. 
Thou unambitious fool, at this late time? 
While I a moment name, a momentfs past, 
I'm nearer death in this verse than the last: 
What then is to be done? be wise with speed: 
A fool at forty is a fool indeed. 

(11:273-284) 

We may readily concede, I feel, that Young con

sciously utilized classical models in structuring his work: 

Miss Randolph is? to my knowledge, the only investigator to 

have given Young his due in this respect. The next chapter 

will mark the many who recognized Young as "Horatian" rather 

than "Juvenalian," but this judgment proceeded from satiric 

manner. not form.^2 and was part of a much different contro

versy than that involving structure. 

Young, however, was not content to use only what 

format the "classics" had established. He enlarged upon the 

structural essentials of formal satire, and as will be shown, 

^Samuel M. Tucker, Verse Satire in England Before 
the Renaissance (New York, 1908), p. 15. 

^20f course, Young identified his own form, in the 
Preface, as "Horatian." 
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multiplied the dimensions of the contrast which are so 

essential to satire. This he did in a manner which seems 

to have been totally unrecognized but which may perhaps have 

been felt rather than understood by those generations of 

readers \which kept his work so popular. 

The structure of The Universal Passion may be made 

to stand out by asking the question, What is being sati

rized? Examples enough have been given to indicate that 

deeper concerns than contemporary pecadilloes inform Young*s 

work. What emerges seems to be that Young is satirizing 

two things: false people, and a false kind of life. 

Adopting the classical stance, then, Young could 

choose a number of ways to satirize his chosen subjects. 

He could simply describe them satirically and imply their 

opposites; he could describe their opposites and imply the 

contrasts; he could describe satirically and exhort toward 

reformation; he could make various combinations of them all. 

The method he finally chose was to describe false people, 

false life; good or true people, good or true life; allow 

the contrasts to be sometimes spoken and sometimes implied; 

and sometimes exhort toward the one, and sometimes exhort 

away from the other. It is a straightforward and symmetri

cal rhetorical shape, and a more carefully wrought form 

than classical examples could offer. 

The manner of his doing this is easily discoverable 
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once the hypothetical framework has been surmised. 

Beginning with the comments of Swift and the Crafts

man editorial in his own day, through Eliot's ill-natured 

article in the next century, to Wolfe's remarks in our time, 

critic after critic has faulted not only the artistry but 

even the character of Young because of the lavish "pane

gyrical" material contained in the satires. A structural 

study of the work reveals, however, that whatever Young may 

have hoped to gain personally from the tributes was to him 

secondary to their didactic and formal function within the 

poem. 

If this seems to remove the charge of sycophancy 

only to replace it with that of insincerity or cynicism, one 

need only be reminded of Dryden's famous ode on the poetess, 

Ann Killigrew. No one, then or now, could hold that Miss 

Killigrew was in fact the divine daughter of the Muse which 

Dryden makes her appear. There was a convention at work, 

recognized by the Augustans, which allowed a poet to discuss 

under guise of a person issues much larger than the person; 

or to attribute to persons—such as kings and queens—quali

ties which the poet (and public) wished that person to dis

play. No one faulted the poet's sincerity for utilizing 

this convention. It was true that panegyric was usually 

just that, panegyric; but more than seldom it was also a 

rhetorical device. 
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Young, I believe, seized upon this convention as a 

simple, direct and perhaps even profitable rhetorical means 

to allow description of what he considered the good, or true 

people—the glaring contrast, the white against black, high

lighting his sketches of the false people of his world. 

This is evident from a number of facts: 

Laudatory tributes to individuals, named, unnamed, 

or disguised, occur more than forty times in the seven 

satires, referring to at least twenty-four different people. 

This is an unconscionable number in such a short space of 

lines unless some sort of poetic function is being served 

by them. 

Approximately half of these panegyric strains carry 

proper names with them;63 the other half are given as dashes 

in the manuscript, or indicated with manufactured names 

such as "Stella," "Portia," "a Prince," or unnamed. Were 

the first purpose of the panegyrics to secure personal re

ward, the poet would hardly have left so many names up to 

guesswork.^ The purpose indicated must certainly be 

allowed as possibly rhetorical. 

The tributes nearly always occur directly following 

or directly preceding descriptions of individuals from the 

"false life." 

^i.e., Dorset, Compton, Argyle, Walpole, etc. 

^Which, however, Horace Walpole was pleased to 
supply in his notes to the 172# edition. 
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A plenteous tribute to Walpole as a man of peace 

(VII:1-20) is followed immediately by description of the 

passions infesting politicians wishing to assert their 

nation*s will through warfare. 

Argyle, who is praised for his true soldiery (VII: 

129 ff.) is the counter-foil to the unnamed warlords of the 

previous section who see slaughter as glorious, "The world 

their field, and humankind their prey." 

A catalogue of the workings of sickened and depraved 

ambition precedes a panegyric to Brunswick who is seen the 

epitome of noble ambition (VII:l37-214). 

Following a brilliant portrait (quoted following).of 

those who are unable to enjoy their wealth through wanting 

more is a tribute to the open generosity of Lady Germain 

(VI:319-332). 

A careful sketch of a type of woman who tries to 

hide her age is followed by an elegy to a certain "Portia" 

(whose biographical elements must have been plain to Young1s 

day but are lost now) who knew how to grow old gracefully. 

Her portrait is in Satire V:519 ff. 

The most Juvenalian excoriation of the accumulated 

sins of contemporary females—"misses antient in Iniquity"— 

(VI, passim) is completed with a eulogy of Queen Caroline 

as the epitome of feminine goodness.^ 

^^shelley, p. SB, says this mars the effect. The 
firmest apologist for Young, still he never saw what effect 
Young really aimed at. 
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Young pays his readers the compliment of never ex

plaining. The opposing lights are simply presented one 

after the other. 

Even the introductory dedications are utilized in 

this structure. Satire V-. which Horace Walpole assigns to 

Lady Howard,^6 praises in its opening the patroness who 

cannot bear panegyric; one passage later we meet Clarinda, 

whose bosom "burns for fame" (V:29 ff.). The portrait of 

Chremes, the coffee-house statesman, noted earlier, directly 

follows the panegyric on Compton, the true statesman and 

guide. 

The point need not be labored. Those whom Young 

chooses to praise he praises for certain reasons, reasons 

grounded in the nature of the person or persons who have 

just been or are about to be satirized. For his rhetorical 

purposes it did not matter that the tribute often exceeded 

the reality; the convention was acceptable. But as a struc

tural satiric technique, it seems to have been largely 

Young*s invention, although Dryden occasionally skirts the 

borders of the technique in Absalom and Achitophel. 

Young called this work a collection of "character-

istical satires;"67 and in the preface said: "I am not 

^The name, at least, fits the meter of the blank 
space in the line. 

^Title page, 172#, and following editions. 
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conscious of the least malevolence to any particular person 

thro* all the Characters; thof some persons may be so sel

fish, as to engross a general application to themselves" 

(p. i). 

His malevolence, if it could ever be called that, 

is reserved for the "character," the invented representa

tives of the False People. On the other hand, where he 

praised and exemplified most clearly, where he wished to 

speak of the True People, he used or alluded to real persons 

of his time. It is another dimension of the contrast be

tween the "false" and the "real." 

Those who have criticized Young adversely because 

his characters "lack depth" or "complexity" or are "straw 

people" without colour or contrast^ are, of course, demand

ing that Young give life-likeness to those very symbols that 

he wishes to show as False People: nothing about them is 

real; they exist as mannikins because they are not fully 

human.^ 

Equivalent within the structure to this contrasting 

of the kinds of people is the contrast between the False 

Life and the True Life. The philosophy expressed in the 

°°Mitford, Eliot, Stephen, Dobree, Brown, even 
Thomas—see his remarks on p. 263 regarding Young's lack of 
psychological perspective. 

^This is not to say that Young does not capture 
life-like perspectives of his prey; but he carefully reserves 
the dimensions of depth for those whom he likes or praises. 
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poignant and pervasive "Moral Elegy to the True Life," 

earlier referred to, is basic to Young*s thinking. As a 

sort of preface, one might use two passages of the sermon, 

A Vindication of Providence, which show this permanent 

conviction. 

The Peasant complains aloud; the Courtier in secret 
repines: In Want, what Distress? In Affluence. 
what Satiety? The Great are under as much Diffi-
culty to expend with Pleasure, as the Mean to 
labour with Success. (p. 10) 

. . .  w h e r e  t h e  p a i n  o f  Impatience turns us over 
to the pain of Satiety, scarce divided by the 
Moment of Delight. (p. 67) 

Sufficient quotations have been given previously to 

indicate the nature of the False Life which Young is attack

ing; this is not likely to be missed in the reading. What 

has been missed by commentators is the Moral Elegy which, 

as a key portion of the structure, forms the philosophical 

contrast in each of the seven satires. 

As with the "panegyric" strain, so with the elegy: 

its portions are set in conscious but simple opposition to 

the contrasting elements of the False Life described. 

There is the theme of true and false merit: 

Let high Birth triumphI What can be more great? 
Nothing—but Merit in a low estate. 
To Virtue's humblest son -let none prefer 
Vice, tho* descended from the Conqueror. 

(1:139-142) 

"Merit in a low estate" is the counterfoil to the 

man, noted earlier, who "stands for fame on his forefathers* 

feet" (1:127 ff.). 
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A reflective sense of nature is often seen, but 

tinged more with nostalgia than with peacefulness. 

I envy none their Pageantry, and show, 
I envy none the gilding of their woe. 
Give me, indulgent Gods! with mind serene, 
And guiltless heart to range the sylvan scene. 
No splendid Poverty, no smiling Care, 
No well-bred Hate, nor servile Grandeur there; 
There pleasing objects useful thoughts suggest, 
The sense is ravisht. and the soul is blest. 

(1:243-250) 

This paean to the "sylvan scene" lies bordered on one hand 

by the false pleasures of the court, and on the other by the 

country squire who fails to recognize what a good life he 

could have (1:233 ff.). 

Famine, plague, war, and an unnumbered throng 
Of guilt-avenging ills to man belong; 
What black, what ceaseless cares besiege our state? 
What strokes we feel from fancy. and from fate? 
If fate forbears us, fancy strikes the blow, 
We make misfortune, suicides in woe. 
Superfluous aid! Unnecessary skill! 
Is nature backward, to torment or kill? 
How oft the noon, how oft the midnight bell 
(That iron tongue of death!) with solemn knell, 
On folly*s errands as we vainly roam, 
Knocks at our hearts, and finds our thoughts from home? 
Men drop so fast, ere lifefs mid stage we tread, 
Few know so many friends alive, as dead. 
Yet, as immortal, in our uphill chace 
We press coy fortune with unslacken*d pace; 
Our ardent labours for the toys we seek 
Joyn night to day, and Sunday to the week. 
Our very joys are anxious, and expire 
Between satiety and fierce desire. 

(V:35-104) 

This passage with its "iron tongue of death" and "labour 

for toys" is a passage strategically sung just after 

Xantippefs tongue has lashed and plagued her world, and just 
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before the horsey set goes about to its energetic frivoli

ties (V;75-132). 

. . . Such blessings nature pours, 
O'erstock't mankind enjoy but half" her stores; 
In distant wilds, by human eyes unseen, 
She rears her flowfrs and spreads her velvet green. 
Pure gurgling rills the lonely desart trace, 
And waste their musick on the savage race. 
Is Nature then a niggard of her bliss? 
Repine we guiltless in a world like this? 
But our lewd tastes her awful charms refuse, 
And painted Arts* depraved allurement chuse. 

(V:227-236) 

The flowers which bloom unseen are in contrast to 

the young city lady following, who much prefers the smells 

of the city to the clear and wholesome country air (V:237-

246). 

Can gold calm passion. or make reason shine? 
Can we dig peace, or wisdom from the mine? 
Wisdom to gold prefer, for *tis much less 
To make our fortune, than our happiness. 
That happiness which great ones often see, 
With rage and wonder, in a low degree, 
Themselves unblest; the poor are only poor; 
But what are they who droop amid their store? 
Nothing is meaner than a wretch of state: 
The happy only are the truly great. 
• . . Those pomps which to the great belong 
Are but poor arts to mark them from the throng. 
See, how they beg an alms of flatteryt 
They languish! oh support them with a lyeI 
A decent competence we fully taste; 
It strikes our sense, and gives a constant feast: 
More, we perceive by dint of thought alone; 
The rich must labour to possess their own. 
To feel their great abundance; and request 
Their humble friends to help them to be blest; 
To see their treasures, hear their glory told, 
And aid the wretched impotence of gold. 

(VI:293-31$) 
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This disquisition on the imagined power of gold is 

keyed to a passage following a description of Cleora who 

thinks perfection lies in bank accounts, and preceding a 

generalized tribute to all generous patrons, who "give 

gold a price, and teach its beams to shine" (VI:319 ff.). 

Throughout the satires, Young utilizes the continuing Elegy 

as philosophical contrast to the ideals of the False Life. 

The tone and intent of this sub-poem is distinct from the 

rest of the work, but performs admirably its function of 

"light and shadow" to the foreground material. 

The "elegy" is a lament, not of a man who lives the 

True Life for himself in a Real World, but who knows it is 

there, possible to be lived, despairs of holding more than 

moments of it, and despairs that so few seem even to under

stand that there is a True Life at all. 

Having admitted, as seen earlier, his own involve

ment in the pursuit of fame, the following comes as an ad

mission of both the power and the evanescence of "popular" 

values. 

And what so foolish as the chace of Fame? 
How vain the prize, how impotent our aim? 
For what are men who grasp at praise sublime 
But bubbles on the rapid stream of Time, 
That rise, and fall, that swell, and are no more, 
Born, and forgot. ten thousand in an hour? 

(11:2^5-290) 

The sense of disappointment extends even to the value 

of wisdom or forethought: 
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No man is blest by accident, or guess, 
True wisdom is the price of happiness; 
Yet few without long discipline are sage, 
And our youth only lays up sighs for age. 

(1:191-194) 

. . . man eternally false judgments makes, 
And all his joys and sorrows are mistakes* 

^^TVlIS 109-110) 

Young sees our wisdom as being fully as superficial 

as our strivings, and our ability to be satisfied as un

stable as our affections. Wisdom and judgment have been 

perverted by our attention to lesser goods. 

Can wealth give happiness? Look round, and see 
What gay distress, what splendid miseryt 
Whatever fortune lavishly can pour, 
The mind annihilates, and calls for more. 

(V1393-396) 

Man's rich with little, were his judgment true, 
Nature is frugal, and her wants are few; 
Those few wants answer*d bring sincere delights, 
But fools create themselves new appetites. 
Fancy and Pride seek things at vast expence, 
Which relish nor to reason. nor to sense. 
When surfeit or unthankfulness destroys, 
In nature's narrow sphere, our solid joys, 
In fancy's airy land of noise and show, 
Where nought but dreams, no real pleasures grow, 
Like cats in air-pumps, to subsist we strive -
On joys too thin to keep the soul alive. 

(V:l67-17S) 

Young poses, within the. Elegy, only two,answers to 

this meaningless pursuit of the superficial: a return to 

nature, or failing that, death. (It becomes more and more 

difficult to justify Johnson's contention that Young "plays 

only upon the surface of life.") 

Is stormy life prefer'd to the serene? 
Or is the publick to the private scene? 
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Retir'd, we tread a smooth and open way; 
Thro* briars and brambles in the world we stray, . 
Stiff opposition and perplext debate, 
And thorny care, and rank and stinging hate, 
Which choak our passage, our career controul, 
And wound the firmest temper of the soul. 
0 sacred solitudeI divine retreatI 
Choice of the prudent! envy of the greatI 
By thy pure stream, or in thy waving shade, 
We court fair Wisdom, that celestial Maid; 
The genuine offspring of her lov'd embrace, 
(Strangers on earth!) are innocence and peace. 
There, from the ways of men lay'd safe ashore, 
We smile to hear the distant tempest roar; 
There, blest with health, with business unperplext, 
This life we relish, and ensure the next. 

(V:247-264) 

Not numerous are our joys, when life is new, 
And yearly some are falling of the few: 
But when we conquer life's meridian stage, 
And downward tend into the vale of age, 
They drop apace; by nature some decay, 
And some the blasts of fortune sweep away; 
'Till naked quite of happiness, aloud 
We call for death, and shelter in a shroud. 

(VS525-532) 

Only a sampling of the "elegy" has been selected; 

its complete form probably occupies more than a tenth of the 

body of the satires. 

There is, commentators to the contrary, clearly a 

dramatic tension within the satires, generated by the quiet 

playing off of fundamentally opposing types, ideas, or 

actions. The manner in which Young achieves this is his 

own adaptation of the structure of classical verse satire. 

It is artistic craftsmanship of no low order. 

Frank's assertion, noted previously, that the fifth 

and sixth satires do not "fit" the structure is based, of 

course, on the view that the only real structural component 
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is the theme of "the love of fame." Young*s art clearly 

runs deeper than that. Only KBnig seems aware that the 

satires on women are concerned strongly with the concept of 

True versus False Beauty, which is obviously part of the 

underlying theme of contrast in the satires. 

Dabei fflllt uns auf, dass in Youngs Denken das 
Aesthetische vom Ethischen nicht zu trennen ist. 
Ein schBnes Gesicht allein, selbst wenn von der 
modischen Schminkeschicht befriet, erkennt Young 
nicht als schtJn; es bleibt filr ihn Maske. Erst 
wenn innerliche moralische Integritat durch die 
Sussere Httlle scheint, ist SchOnheit ftlr ihn 
Realitflt. (p. 25) 

Melania is the epitome of the case in point, and 

she stands surrogate for a great portion of Young*s women: 

Should I dispute her beauty, how shefd stare? 
How would Melania be surprizfd to hear 
She*s quite deform1d? And yet the case is clear; 
What*s female beauty, but an air divine, 
Through which the mind^ all-gentle graces shine? 

(VIS147-151) 

Despite the apparently haphazard way in which the 

satires appeared in publication, Young was artist enough to 

assure that the deepest thematic statements and structural 

components maintained the continuity and philosophy of the 

whole. 

Those who have adversely criticized the satires for 

lacking structure have failed to see, first, that there 

exist real structural unities undergirding the seven satires; 

and second, that the work, as relative to equivalent works 

of the time, represents a major advance over structural 
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techniques as then practiced in both classical verse satire 

and rhymed Characters. 

One may, however, defend the artistic values of the 

satires as a whole, and yet concede their weaknesses. Some, 

at least, among the unfavorable critics, had read the work 

with some degree of care and are entitled to their just 

evaluations. Young does, upon occasion, seem to treat the 

small sins with as much seriousness as the gross. Whether 

this is a temporary moral shortsightedness on Young*s part, 
» 

or a deliberate reflection of the value system of Segments 

of Augustan society, artistically it may seem faulty even 

though "sociologically" true. 

Further, despite the subtle and skilful development 

of tensions and contrasts as described, within any single 

segment there is often a "sameness of tone" which recurs. 

This "sameness" is Young*s basic limitation, I feel, in any 

of his works; whether in Night Thoughts, Resignation. 

Busiris, or The Universal Passion, he strikes dominant 

chords depending upon the work at hand, and rarely modulates 

the music within the chosen chords, or sometimes even within 

a key. Contrasts do not necessarily constitute variety, but 

Young does not seem to have understood this. He would per

haps have been more at home in the monotonic Middle Ages in 

this respect. 

Finally, there is no question, I feel, that he must 

be denied rank as a genius. The satires are not the work of 



genius, but of enlightened competence. That they were as 

popular as, or more popular than, Pope's works at certain 

times is, of course, no final indication of artistic essence 

but of public taste. He is not, as an artist, to be ranked 

within Popefs company, or even very near it. But he has 

been artistically denigrated in manifestly unfair manner, 

and in the artistry of both form and content, his satires 
r 

have been underrated because under-read. 



CHAPTER IV 

THE PLACE OF THE UNIVERSAL PASSION 

IN THE COURSE OF ENGLISH SATIRE 

Young labelled his satires "Characteristical," and 

in his Preface to the 1723 edition gave indication that they 

represented a new departure in English letters. However 

great their novelty was, they appeared at a critical period 

in the development of English satire and came rapidly to 

symbolize the other half of a literary tug-of-war between 

what Saintsbury likes to call the "tough minded" and the 

"tender minded" in the world of letters. 

Young may or may not have intended his work as a 

rallying point, but in order to appreciate the important 

function which it played in resolving a protracted conflict, 

a glance backward is necessary into satire and its appre

ciation before Young wrote. This retrospect will comprise 

Part 1 of this chapter, which will review, as briefly as is 

possible without distortion, developments in four areas 

prior to 1725: the genre of verse satire; the; character-

sketch; the problem of manners; and the idea of "proper" 

satire. 

155 
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1. Aspects of Satire before Young 

A. Developments in the genre of verse satire-1-

Tucker warns students of English satire: 

Strictly speaking, it would scarcely be possible to 
say that the English Satire is a product of distinct 
evolution. Still, it must be apparent to any stu
dent that this genre has indeed been the result of 
a long process of growth. . . . The form has 
gradually grown more artistic and individual; the 
subject-matter has become more comprehensive; the 
tone . . . has grown more expressive of the indi
vidual writer. (p. 2) 

Formal English satire, with which we have mostly to 

deal, is largely an Elizabethan achievement. Alden gives 

some reasons for this: 

It is a self-conscious form, and requires for its 
full development a self-conscious and self-critical 
age. The first age of this kind in England was that 
of Elizabeth, when the beginnings of formal and 
conscious literary modes took shape. ... We may 
conveniently look for its beginnings ... in the 
middle of the sixteenth century. (p. 3) 

Wyatt, in writing his "Poins" poem in 1557 became, 

Alden feels, the first really classic or formal satirist in 

England, but he left no school; satire maintained despite 

him its "native" tradition of rebuke and vituperation. 

Gascoigne*s Steel Glas is noted for being the first and last 

•'•The following works were heavily relied upon in 
this section: Jackfs Augustan Satire: A. F. B. Clark*s 
Boileau and the French Classical Critics in England (1660-
1830) (Paris. 1925): and Raymond M. Alden's The Risejof 
Formal Satire in England under Classical Influence (Phila
delphia, 1899). 
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English satire in blank verse; Skelton, in his numerous 

attacks upon Wolsey, may have begun the tradition of verse 

satire directed against persons. 

Despite the lack of a clear tradition, the dominant 

metrical form established itself rather soon. 

The decasyllabic couplet may probably be regarded 
as at least the equal, for satiric effect, of the 
Latin hexameter or the Italian terza rima. . • • 
First chosen by Spenser for satire (Mother Hubberdts 
Tale) it was adopted almost simultaneously by Donne, 
Lodge and Hall. . • . Thereafter the measure may 
almost be made a test of the intentionally satiric 
character of a poem. . . . The couplet of the Eliza
bethan satirist is by no means lacking in the in
cisive, epigrammatic qualities that mark the satiric 
verse of a century later. (Alden, pp. 225-226) 

Lodge, in A Fig for Momus. made the couplet "heroical." 

Lacking, in large measure, among the Elizabethans was what 

came to be a prominent feature of later formal satire: the 

sense of topicality. The first writer to make formal satire 

truly topical was Joseph Hall. Worcester says: "The history 

of modern verse satire begins with . . . Virgidemiarium Sex 

Libri in 1597-159S. With Hall, satire comes of age."2 

Alden adds that the satires were 

. . .  c l e a r l y  t h e  p r o d u c t  o f  c l a s s i c a l  i n f l u e n c e ,  
and were frankly imitative and conventional, yet by 
no means destitute of originality. They bear a 
close relation to contemporary life, and seem to 
be the work of one really impressed by the vices 
and follies of the time ... (p. 128) 

2David Worcester, The Art of Satire (Cambridge, Mass., 
1940), p. 151. 
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Clark summarizes the leading traits of this period 

in satire: 

The general characteristics of the Elizabethan 
school of satire are (1) obscurity of style, 
(2) roughness of metre, (3) a violent, vituperative 
spirit; and all of these qualities are deliberately 
cultivated. That a poet should deliberately aim 
at obscurity and cacophony may seem at first sight 
curious, but the explanation is to be in the purely 
artificial, literary origin of Elizabethan satire. 
The aim of the writer was to reproduce in English 
the very style of the Roman satirists, and it was 
the sincere belief of the times that these ancients 
had deliberately adopted in satire that rugged 
versification and involved syntax and remote 
allusiveness. ... (pp. 420-421) 

Randolph adds: 

Formal verse satire . . . owes specific debts to 
ancient repetitive incantation, the Old Comedy (in 
fact, to all of the Greek comic genres), the Theo-
phrastan character, the Bionean diatribe, the 
Socratic or Platonic dialogue, all "frame" litera
ture, and all gnomic or wisdom literature. (p. 370) 

Worcester (p. 161) is among those feeling that a 

definition which attempts to classify a genre with such 

diverse elements to it—and with writers in its traditions 

as different as Juvenal, Persius, Horace, Ennius, Lucilius, 

and Martial—is likely to be uselessly elastic. Neverthe

less, it seems clear that the Elizabethans thought they 

were following classical form.3 

The interest in translations of the classical 

satirists seems to bear only a vague connection to their 

^One further explanation for the avidity with which 
they adopted the "roughness" of the ancients is that it may 
have seemed compatible with the harsh native strain of 
English prose satire. 



159 

influence in English satire. Drantfs translation of Horace 

was the first, according to Clark (p. 420, note), in 1566; 

Casaubon, though little noted at the time, released his 

translations of, and essay upon, classical satire in 1605; 

Persius was published in translation in 1616; Juvenal 

beginning in 1617. 

The forms were incipient in the single genre of 

formal verse satire to this point, although they had co

existed without obvious violence to either: the general or 

didactic form, and the personal or particular. Shortly 

after the seventeenth century opened, the rupture was 

achieved. There came to be 

. . . generalizing satire on the one hand, personal 
and political lampoons on the other. The first of 
these genres is represented by . . . the Abuses 
Stript and Whipt of George Wither (1613). This 
endless poem is divided into sections correspond
ing to the various vices Wither found prevalent at 
court—Ambition, Love, Fear, etc.—and each section 
is a tirade against one of these "abuses." 

(Clark, p. 426) 

The generalizing type of satire was destined to a 

relatively short life in its first embodiment, however. 

Social conditions in seventeenth century England, boiling 

towards the mid-century explosions, dictated an increasingly 

personalized use of the satire, and political satire came 

to dominate almost entirely: 

Each side found a doughty champion in the lists of 
political satire ... founded on the Royalist side 
by Cleveland, on the Puritan side by Marvell. . . . 
The satiric portrait, or rather caricature (as it 
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nearly always is up to Dryden) now makes its appear
ance and plays a great role in political contro
versy. Cleveland and especially Marvell had a con
siderable fight for this kind of portraiture. ... 
They are full of broad humour but there is no trace 
of subtle irony ... these lampoons have no univer
sal application whatsoever and would lose nearly all 
their meaning for one ignorant of the historical 
conditions to which they refer. ... CCleveland*s3 
versification is rough, and his lines are more en-
jambed than end-stopped. Marvell, on the other 
hand,* is the most finished stylist and metrist in 
satire before Dryden. He is clear, direct, con
crete, and his verse either runs smoothly or takes 
on an occasional ruggedness according as he wills 
it. He shows a distinct preference for the stopped 
couplet. ... In the year 1660 the only form still 
being practised was the lampoon, mainly in the 
hands of Marvell. Real formal satire—that is, 
generalizing satire after the manner of Horace and 
Juvenal—had been dead for more than half a century. 

(Clark, pp. 427-423) 

When formal satire revived again, it was with a new 

group of names: Rochester, Dryden, Dorset and Oldham. 

Clark (p. 42S) believes they took their direction from 

Boileau. They were familiar with the French writer, of 

course. Whether or not his Discours sur la Satire (1663) 

was influential, the genteel but cutting satire upon eccle

siastics, Le Lutrin. was popular in the circles of English 

letters. The latter work must have made obvious the gap 

between current English satirical practice and the Conti

nental form. A new essay into formal satire was the result. 

Oldham, for instance, based practically all of his many 

satires upon classical or French models, and his Satire 

Against Virtue was a somewhat astonishing attempt to"" write 

a satire in the form of the Pindaric Ode. 
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Clark traces the differences between the old and the 

new: 

The new satire aims at clearness of style. There 
is no trace of the old affectation of the oracular. 
• . . The sense is usually enclosed in the couplet, 
there is a tendency to antithesis and epigram, the 
diction is simple, there are no remote allusions, 
no straining for effect.** (pp. 428-429) 

The meter has less, ordinarily, of the old "rough 

gait," except for Oldham who consciously retained the Eliza

bethan roughness. 

Despite Dryden's flawless metrical ear, he appre-

ciated Oldham*s verse, as noted in his poem written at 

Oldham*s death: 

0 early ripeI to thy abundant Store 
What could advancing Nature have added more? 
It might (what Nature never gives the Young) 
Have taught the Numbers of thy native Tongue. 
But Satire needs not these, and it will shine 
Through the harsh Cadence of a rugged Line. 

Thus, as self-conscious a pattern as formal verse 

satire came to be, its practitioners never seem to have lost 

their appreciation for the native mode, which echoed in the 

Elizabethan and which asserted itself without notable 

slackening throughout the seventeenth century and well into 

the eighteenth. Butler1s Hudibras is, of course, the out

standing achievement of that native school. 

Butler's rollicking meter, a classic doggerel, was 

Vrhe change is perhaps consequent with that of a 
society which has lost its exuberance to a certain extent, 
and added a more conscious refinement. 
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the conscious choice, says Jack (p. 19) of a man whose 

learning was such that he could have written formal satire 

as easily. As popular as it was, and as many imitators as 

it had for decades, its influence upon the style and meter 

of formal verse satire was nil.5 The influence of Butler*s 

work upon the direction of formal satire was, however, 

another matter. For, in counterpart to the great new day 

of low burlesque, which lasted for at least forty years,^ 

there came the day of high burlesque in formal satire. 

Dryden is supposed to have been offended by "the 

want of dignity" in Butler*s verse, according to Worcester 

(p. 157)• However that may be, he set about to prove that 

the Hudibrastic intention could be realized in more formal 

settings. 

Dryden1s greatest contribution was of course his 
diversion of English satire into the channel of high 
burlesque. From the native tradition, he retained 
the portrait, the heroic couplet, the political 
purpose and bias, and the tough, argumentative 
rhetoric, but he gave these features a new dignity 
and interest by framing them in the Heroic. . . . 
Meditating on Boileaufs Le Lutrin, on Spenser, on 
Italian burlesque ... he found a way of enclosing 
the materials of native satire in allegorical narra
tive and heightening the whole by epic style. A 
new gravity of manner was the result, and a new de
tachment. . . . Satire was rescued . . . from being 
a non-poetic form. (Worcester, p. 15S) 

5Its effect upon English low burlesque, however, 
was monumental. Two centuries later it was still alive in 
the lyrics of the Gilbert and Sullivan operettas. 

^Worcester says (p. 157) that it dominated from 1663 
to about 1700. But the "low" and "high" forms were not 
mutually exclusive. 
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Absalom and Achitophel, along with Dryden*s subse

quent burlesques, stood the full and sufficient counterpart 

to the Hudibrastic tradition, and the course of English 

satire swung, for the time being, toward Drydenfs pole. 

Jack says: "It is scarcely possible to exaggerate the art 

with which Dryden goes to work. The whole poem is a con

summate example of the adaptation of means which have been 

perfectly mastered to the achievement of a clearly conceived 

end" (p. 76). 

Dryden*s satires were not written until he had per

fected his technique with the heroic couplet; and satire 

had seen nothing like it. As Smith says: 

Why should satire be distinguished by rough manners 
and careless speech? Whatever it may say, let it 
cultivate the graces. Henceforward satire was not 
to revert to its cruder habits. Dryden set a 
standard for his successors. He raised English 
satire to the rank of an art.' 

Among the successors to Drydenfs Absalom and Achitophel. 

beyond his own Medal and MacFlecknoe. were Garth*s The 

Dispensary (1699), Gay*s The Fan (1714), and of course 

The Rape of the Lock, also in 1714. Out of the wealth of 

avenues opened for exploration in Absalom, it can be seen 

that the one most frequently and popularly trod was the 

mock-heroic. 

Dryden1s achievements in Absalom and Achitophel 

?David Nichol Smith, John Dryden (London, 1925)t 
p. 56. 
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were many; but one major achievement was never successfully 

attempted by his successors: although Dryden had created a 

satiric form in which the pompous, evil, or silly could be 

properly devastated, still it was also a form in which the 

noble and good could be believably presented as such without 

compromise. The art seems to have been lost at its birth. 

Dryden*s "Discourse"0 is primarily a translation of 

Dacier*s Preface sur les Satires d*Horace. 16S1; however, 

it is of interest that Drydenfs own satiric theories as 

expressed therein dealt with other forms of satire than he 

later practiced. It was a discourse on the origins and 
Q 

structure of formal verse satire. Randolph*s comments 

are apropos: 

But the Drydenian formula for the making of a 
fmodern satire1 was too mechanically cut-and-dried 
for any satirist to put to actual use, and. so it 
seems to have been as generally overlooked in the 
poetfs own time as later. Ranking English men of 
letters, however, even in England*s greatest age of 
satire, wrote very few original formal verse satires. 
Dryden himself wrote none; Swift, Gay, Addison, 
Steele, and Arbuthnot wrote none; only Edward Young 
and Alexander Pope, in company with a certain few 
of the lesser poets, wrote any formal verse satire 
that could properly be termed original. The formal 
verse satires of the neo-classical period would be 
almost negligible in number were it not for the 

^Prefaced to his translations of Juvenal and 
Persius in 1693• 

^See discussion following, "The Idea of *Proper* 
Satire." 
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large body of translations and adaptations of 
Horace, Persius, and Juvenal.10 (p. 3&3) 

Through the translations and adaptations referred to 

by Miss Randolph, a sizeable stream of satiric theory and 

practice in the classical mode was flowing in the back

ground, although the foreground was dominated by the mock 

heroic. The latter mode had, almost from its inception, 

taken on much of the lampooning nature of the early native 

tradition. It would come to flourish in 172&, with the 

release of The Dunciad. In the same year the collected and 

now-completed satires of Edward Young also appeared. 

B. Developments in the Character-Sketch 

Warton, writing in the 1756 volume of his Essay. 

referred to Young1s work as the first set of "character-

istical" satires in English. In order to stand, this attri

bution would have to be heavily qualified. Young made use 

of a very old tradition but perhaps in a different fashion. 

The term "Theophrastan" has been associated with the 

English character-sketch for over three hundred and fifty 

years. Joseph Hall was among its earliest conscious practi

tioners; Casaubon remarked critically upon the tradition; 

and from the time of its first popular use at the close of 

•^She will not allow any of Dryden*s works to be 
formal verse satire, feeling that he never reached beyond 
the burlesque, however high that burlesque may have been. 
Upon her definition, this is true. 
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the sixteenth century it continued a highly favored literary 

mode until long after Young*s time. It was not, however, a 

mere classical imitation. A strong native tradition had 

been present in the literature, long before Theophrastus* 

Ethical Characters were available as models. 

Gordon, examining a well-sketched Character in 

Thomas Wilson*s Arte of Rhetorique (1553) concludes: 

Now this is not only Theophrastan; it is more truly 
Theophrastan than the professed imitators of Theo-
phrastus; yet it comes in mid-century before 
Casaubon or Hall. . . . There is only one conclu
sion: it is that the character was practised in 
England before the Characters were known.1! 

Gordon goes on to say, however, that with Casaubon*s schol

arly work and Hall,s practice of the art, the character be

came more formalized and self-conscious. He gives further 

a pertinent insight into the roots of the sketch as a 

popular mode: 

I believe that this relation of the Character to 
comedy (i.e., Jonson) is normal, and that whenever 
the Character appears it will be found to be some
how an abstract from Comedy, made in the interest 
of the social ethics which is the root of both. 

(p. ̂ 0) 

A study of the books of Characters as listed in 

•l^H. S. Gordon, "Theophrastus and his Imitators," 
in English Literature and the Classics (Oxford, 1912), 
p. 66. It is, of course, theoretically possible for Wilson 
to have known the works of Theophrastus, but the latter 
seems not to have been noted in England until well after 
Wilson wrote. 
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Greenough*s Bibliography12 leads to the conclusion that, 

just as in the practice of burlesque there was a high and a 

low, there seem to have been high and low Characters, as 

well as a large middle-ground. The low Characters were 

written as scurrilous attacks upon hated types—fanatics, 

Anabaptists, Papists, the Dutch, lawyers and so forth. 

Middle-ground Characters were more measured, often dispas

sionate works of observation and sketches of various sorts 

of persons, such as Humphrey Mill*s A Night*s Search. Dis

covering the Nature and Condition of all Sorts of Night 

Walkers (1640). High Characters might be represented by 

Bishop Fuller*s Worthies. and the scores of works holding 

up for emulation various saints, wise men, rulers, or 

occasionally a "virtuous woman." This tradition is partly 

Biblically based, at least, and has been perhaps a permanent 

fixture in religious oratory since the days of Solomon, 

appearing in another form in the medieval morality plays. 

The practice of writing Characters openly as satires 

rather than as simple entertainment or exhortation is found 

almost from the beginning of the tradition, and appears in 

both the prose and verse Characters. George Wither * s Abuses 

Stript and Whipt (1613) was followed by John Stephen*s 

Satirical Essayes. Characters and others in 1615. 

12Chester N. Greenough, Bibliography of the Theo-
phrastan Character in English, ed. J. M. French (Cambridge, 
Mass., 1947). 
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Hallfs Characters of Virtues and Vices and John 

Earlefs Microcosmography. though early in the tradition, 

were among those works maintaining popularity and influence 

as long as the mode was popular. One difference which can 

be noted between the types is that there seems to have been 

less attempt to "unify" the Characters when written in 

prose than in poetry. Sir George Mackenzie*s The Moral 

History of Frugality (1691) seems one of the few collections 

of prose characters given a structural unity, however ab

stract. H 

One of the earliest defenses of the prose character 

as a satirical form was made not long before Young1s satires 

appeared, in Abel Boyer1s The English Theophrastan (London, 

1706). In the preface to this work, Boyer says: 

What Usurer, what Lecher, what Sot, or what Glutton, 
has not been pleasfd with Horace's Reflexions on 
Avarice, Lasciviousness, Drunkenness and Intemper
ance? How often has my Lord Pliant laugh1d at the 
Picture of which he was himself the Original? The 
reason of this is plain, as long as Satyr is not 
directly and bluntly levell'd at us, our Self-love 
waves the application, and makes us find a secret 
Satisfaction in seeing others ridiculfd. (p. 3) 

Boyer then goes on through some kind of leap in logic to 

say that since this is true, he feels that the Character is 

the most efficient of all possible forms of satire, which 

is why he chose it for his work. 

•^Characters were published, of course, not only as 
collections but individually. 
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Leaving the prose tradition, one finds that a sur

prising number of collections of verse Characters appeared 

in history of the mode, beginning at least as early as 159# 

with Thomas Bastard*s Chresteleros. ten varied characters 

in verse. (Individual verse characters, of course, were 

written quite early by Skelton and Spenser.) Among the 

collections, some were like William Parkes* The Curtaine 

Drawer of the World (1612), which alternates prose and 

verse. This work, incidentally, is one of the earliest 

clear uses of verse Character for satiric purpose, and has 

a degree of real unity achieved through its interesting use 

of a "frame" with narrator. 

The verse form in the tradition varied greatly, from 

decasyllabic couplet to tetrameter couplets to ballad line. 

There seems to have been no "standard line" for the verse 

character. Thomas Jordan, in his Pictures of Passions (1641) 

used the decasyllabic couplet, but twenty years later tetra

meter was still popular as in the anonymously written The 

Character of a Coffee House (I665). Milton, of course, had 

written tetrameter couplets in his Lfallegro and II Pen-

seroso. which are part of the verse Character tradition 

though not within the satirical portion. 

Among the practitioners of verse Character were, in 

addition to Milton, Richard Flecknoe (Miscellanie. 1653), 

Thomas D*Urfey (The Progress of Honesty. 1631), and 
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Nahum Tate (A Present ft>r the Ladies. 1692). D*Urfeyfs work 

was, in addition to being satirical, fairly well unified as 

a study of the concept of Honesty as practiced in Court and 

City. 

Getting nearer Young's time another unified verse 

satire in Characters is found: an anonymous work in 169# 

entitled Pecunia Obediunt Omnia. Money' Masters All Things: 

or. Satyrical Poems Showing the Power and Influence of 

Money over all Men, of What Profession or Trade Soever 

they be. 

It is clear, thus, that in both the prose Character 

and verse Character traditions the satiric vein had a well 

established history. Thus if we wish to substantiate 

Warton's contention that The Universal Passion was the first 

set of "Characteristical satires" in English, we can do so 

only by first, insisting these are different in kind from 

"satirical Characters," which is a distinction that could 

be held; and second, forgetting that Dryden ever wrote 

Absalom and Achitophel. the most masterful "Characteristical 

satire" ever achieved in English.^ 

Young's claim, noted earlier, to "an unity of design 

which has not (I think) in a set of Satires been attempted 

before," referred to his unification of"the satires around 
—________ * .  

•^As Alden points out, fully one-third of Absalom 
and Achitophel is devoted to character sketches. 



171 

a central theme, in this case the "love of fame." It had, 

we have seen, been attempted in both prose and verse satiri

cal characters, and most notably in the anonymous Pecunia 

Obediunt Omnia. It is surprising that Young1s claim has 

never been contested by critics, whereas WartonTs claim on 

behalf of Young has.1^ 

Apart from the English scene, there appeared in 1633 

a book of* characters which came to have strong influence 

within the English literary tradition, Jean de la Bruyerefs 

Caracteres. In the first place, his survey of characters 

was panoramic of the upper-class life of his time, as Boyce 

says, "several hundred figures . . . creatures talking in 

salons or passing through the court" (p. 122), rather than 

the traditionally more limited scope of the native English 

mode. Further, his style was as interesting as was the 

breadth of his "cast;" rather than trying to insert them 

into a more or less formal structure, la Bruyerefs charac

ters were "informal individualized descriptions of types of 

people, interspersed throughout the continuous text of his 

chapters" (Crawford, p. 160). 

Both in French and in translation, la Bruyere's work 

was immensely popular and influential in England, giving as 

it were, the "Gallic breeze" to a waiting English sail. 

15see Crawford, p. 159 ff., although she tries to 
show Warton was partly right because Young*s were, she 
thinks, the first verse satires using the style of. 
la Bruyerefs Caracteres. 
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Boyce may be overly enthusiastic in stating (p. 55) that his 

"genius for character study was greater than that of any of 

the English writers" of Characters up to that point, but his 

novelty of style caught the popular attention. His influ

ence was abundant upon Addison and Steele. 

In the hands of Addison and Steele, however, the 

"new" Characters of la Bruyere took on a function from a 

very old tradition. As Morley said of the Theophrastan 

mode: "The method of Theophrastus . . . was between the 

philosophical and the poetical. He described a quality, 

but he described it by personification and his aim was the 

amending of menfs manners. 

The "amending of men's manners" cannot justly be 

said to have been a primary aim of la Bruyere, who was a 

painter far more than a reformer; it was, however, of 

Addison and Steele, A quotation from Spectator #34 (Monday, 

April 9, 1711) will serve both to close this section and to 

introduce the next: 

If I meet with any thing in City, Court, or 
Country, that shocks modesty or good Manners, I 
shall use my utmost endeavours to maKe an Example 
of it. I must however intreat every particular 
Person, who does me the Honour to be a Reader of 
this Paper, never to draw a faulty Character which 
does not fit at least a Thousand People; or to 

l^see Margaret Turner, "The Influence of la Bruyere 
on the 'Tatler* and the •Spectator*," Modern Language 
Review. XLVIII (1953), 10-16. 

•^Henry Morley, Character Writings of the Seven
teenth Century (n. p., 1891), P» 15. 
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Spirit of Benevolence and with a Love to Mankind. 

Such was the status of'the Character in verse and 

prose as Edward Young was to find it. 

C. The Problem of Manners 

By way of prologue to the controversy concerning the 

nature of "proper" satire, it is necessary to recall that a 

fundamental concern of the Augustans was "manners." 

Perhaps it may be attacked as a superficial solution, 
but when men who have basic and irreconcilable 
differences in ideals must continue to live together 
without yiolence, they must give attention to 
manners.1" 

Certainly the post-Restoration society of England 

was in a mood to "live together without violence." That it 

was also a society concerned for manners, for moral and 

cultural "practice," cannot be taken to indicate a pre

occupation with the superficial; the desire was to protect 

and nurture a hard-won stability. Humphreys says: "That 

task, which the age made particularly its own, was to live 

in widespread harmony. ... By instinct and intention men 

strove for a congenial society: they pondered on the prin

ciples of civilized community . . ." (p. 1). Rudeness and 

licence were hardly elements tending toward harmony. 

i a 
xoThis quotation will serve in a later context also. 

1Q 
7Oliver F. Sigworth, unpublished lecture, Univer

sity of Arizona, October 3, 1964. 
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Refinement became an element of survival and only second

arily of taste. Gallaway surveys the phenomenon thus in 

relation to drama: 

By 1700 moral reform was fashionable. As early as 
1674 a Proposal for a National Reformation of 
Manners had appeared, and Societies for the Reform-
ation of Manners were organized. . • . Common sense, 
as has been shown, supported morality as well as 
good taste. ... A general improvement was brought 
about by the cumulative efforts of the Societies 
for the Reformation of Manners, by continued direct 
attacks on immoral Rlays and by the influences of 
Addison and Steele.20 

The Societies mentioned by Gallaway of course bore 

a wider d-uty than stage reforms, but it is significant that 

the word Manners was chosen for their title. There was a 

certain philosophy of manners involved, which can perhaps 

best be seen by reference again to John Brown's Estimate, 

much later in the century. 

Principles cannot be the Fountain of Manners, be
cause Manners precede Principles: That is, in our 
Progress from Infancy, Habits of Acting are prior 
to Habits of Thinking. Yet on the other Hand, 
Principles, early and deeply ingrafted in the Mind, 
may grow up with Manners, may be at variance with 
Manners; may yield to Manners; or, gathering 
Strength by Cultivation, may check, controll, or 
destroy them. (I, 52-53) 

Brown seems, at a later point, to propose a cogent 

philosophical justification for what seemed an implicit 

Augustan belief, that if you could reform practice, it is 

20Francis Gallaway, Reason. Rule, and Revolt in 
English Classicism (New York, 1965), p. 77. 
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possible that principles might follow; but regardless, it 

was imperative to reform practice. 

In the reformation of English society after 1700 the 

work of Addison and Steele can hardly be overestimated. 

Gallaway compares the influences of Locke with those of 

Addison, and states: "The influence of Addison was more 

extensive than that of Locke. To Addison, moral practice 

was more important than faith, since it was more useful, 

more likely to perfect human nature . . ." (p. 10). 

"Moral practice was . . . more useful" than faith 

in promoting a peaceful society, which had been tortured and 

bloodied too often over concerns of "faith;" and in reform

ing human nature, given the assumption that manners exert 

the prior influence. 

What Addison wrote, and what he aimed to achieve, 

was what the thoughtful public wished to read and be con

vinced of. As Humphreys remarks: 
i. 

The public for Addison*s Spectator . . . was also 
the public for the philosopher, who spoke in general 
not as a specialist but as a reasonable man talking 
to reasonable men. . . . They sought a credible and 
if possible creditable social psychology. (p. ISO) 

It is difficult to believe, at this distance, the 

immense influence which Addison (and Steele) exerted. John 

Gay was not writing satirically in his The Present State of 

Wit (1711): 

There is this noble difference between Cthe Tatler 
author^ and all the rest of our Polite and Gallant 
Authors: The latter have endeavour1d to please the 
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Age by falling in with them, and encouraging them 
in their fashionable Vices, and false notions of 
things. It would have been a jest sometime since, 
for a Man to have assert*d, that ... Devotion 
and Virtue were any way necessary to the Character 
of a fine Gentleman. Bickerstaff ventur*d to tell 
the Town, that they were a parcel of Fops, Fools, 
and vain Coquets; but in such a manner, as even 
pleased them, and made them more than half enclin'd 
to believe that he spoke Truth. 

Instead of complying with the false Sentiments 
or Vicious Tastes of the Age, either in Morality, 
Criticism, or Good Breeding, he has boldly assurfd 
them, that they were altogether in the wrong, and 
commanded them with an Authority, which perfectly 
well became him, to surrender themselves to his 
argument for Vertue and Good Sense. 

1 Tis incredible to conceive the effect his 
Writings have had on the Town; How many Thousand 
follies they have either quite banish*d, or given 
a very great check to; how much countenance they 
have added to vertue and religion; how many people 
they have rendered happy, by shewing them, that 
it was their own fault if they were not so; and 
lastly, how intirely they have convinc*d our Fops 
and Young Fellows, of the Value and advantage of 
Learning. ... His writings have set all our Wits 
and Men of Letters upon a new way of Thinking.^1 

Gay may be overenthusiastic in his estimates of the 

totality of conversion, but the dramatic scope of it is 

clear from all we can learn of the age. The people, it may 

be ventured, were in a mood to hear, and to believe that 

manners both social and literary were, in one sense at 

least, the primary issue of the age. 

Young's satires, as will be seen, were perhaps 

greatly indebted to Addison and Steele for literary inspira

tion, literary aims, and literary content. Further, Young 

John Gay, The Present State of Wit (London, 1711), 
reprinted by the Augustan Reprint Society (Ann Arbor, 1947), 
pp. 3-4. 
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must have been steeped in the philosophy of the Tatler and 

Spectator during his early intense discipleship to Addison. 

When his satires appeared, they were immediately recognized 

as well-mannered, a type of recognition which meant much in 

a society where life and letters interpenetrated to an ex

tent unique in English history. 

The argument over "proper" satire was about to reach^ 

a climax. It was, however, no new controversy. 

D. The Idea of "Proper" Satire22 

•I 
Satire was born for trouble,"no doubt; but English 

satire created unnecessary trouble for itself because of a 

faulty etymology. Commonly, although not always, spelled 

"satyr" from Elizabethan times on, the word was traced back 

to the pagan demigod with the resultant impression that 

satire should echo "the harsh taunts of the uncouth satyr 

as he surveyed civilized man" (Worcester, p. 154)«2^ A 

rugged and uncouth independence seems to have been accepted 

by all as essential to the nature of satire, and the native 

English relish for libel and vituperation thus could find a 

22For purposes of this discussion, distinctions 
will not be made among the various forms which written 
satire might assume. 

2^Dryden seemed to prefer to follow this derivation, 
although he knew the true one. 



173 

more respectable outlet.2^* Reinforcing the crudity of tone 

was a misunderstanding by the Elizabethans of Horace*s 

poetic style, in which his "commonness of idiom was mistaken 

for intentional obscurity" (Worcester, p. 154). 

At any rate, the first self-conscious imitators of 

the classical mode of satire relished harshness of both form 

and content, as has been noted. It will be necessary to 

retrace, along a parallel path, a separate aspect of the 

development of satire: its sense of propriety and proper 

function. 

"Joseph Hall, in his prefatory apology to the Virgi-

demiarium. versified thus: 

Satire should be like the porcupine 
That shoots sharp quills out in each angry line, 
And wounds the blushing cheek and fiery eye. . . . 

In a "Postscript to the Reader" attached to the same work, 

Hall admits with a tone of both pride and pleasure that "It 

is not for every one to relish a true and natural Satire: 

being of itself, besides the nature and inbred bitterness 

and tartness of particulars, both hard of conceit and harsh 

of style. . . ."25 

2^The derivation of the word instead from the Latin 
"satura," referring to a medley or mixture of many things, 
an abundance or variety, was clarified by Casaubon in his 
De Satyrica Graecorum Poesi of 1605, but the message was 
slow in gaining hearers. 

2 ̂ Works. ed. Philip Wynter (Oxford, 1363), p. 673. 
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The Elizabethan satirists managed to set a tone which 

Worcester calls "self-righteous, scolding;" 

Hall, Marston, and Lodge worked up a lather of 
indignation that suggests auto-intoxication rather 
than ethical conviction. Formal satire thus 
received the stamp of censoriousness at its 
outset. (p. 155) 

Gone was the more medieval tone of abstract censuring of 

folly; invective became the satiric endeavor of the day, 

which under the hands of the seventeenth-century satirists2^ 

became a fearsome tool in the warfare of politics. 

What might be called the "ragged prophet" view of 

satire by no means died out with the more polished Augustan 

understandings. The power and the invective energy of the 

prophet were retained; only his rags were altered when he 

was invited into polite company. Dryden wanted him both 

prophet and high priest, as his discourse on satire2? 

showed. Dryden*s practice, it must be noted, was far more 

influential than his scholarship. Yet his discourse is 

important in showing the Augustan level of comprehension 

regarding the genesis, use, and proper structure of satire. 

I will take Satire in the general signification of 
the Word, as it is us*d in all Modern Languages, 
for an Invective, 1 tis certain that it is silmost 
as old as Verse. (p» xvi) 

2^i.e., Marvell, Cleveland, Oldham, and finally 
Dryden. 

^Prefaced as "Dedication" to his translations of 
Juvenal and Persius. 
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The word Satire is of a more general signification 
in Latin, than in French or English. For amongst 
the Romans it was not only usTd for those Dis
courses which decry1d Vice, or expos*d Folly; but 
for others, also, where Virtue was recommended. 
But in our Modern Languages we apply it only to 
invective Poems, where the very Name of Satire 
is formidable to those persons, who wou*d appear 
to the world what they are not in themselves. 

Dryden then proceeded at length to describe how satire might 

maintain a new and elevated posture in letters, through 

attention to classical techniques and proprieties of lan

guage . 

In Gilmorefs opinion Drydenfs essay 

. . . supported by his prestige as a writer gave his 
pronouncements . . . undoubted weight, signalled the 
end of the older satiric ideal of boundless rage 
and slatternly expression, and ushered in the era 
in which satire assumed a high moral purpose enhanced 
by polished, reputable language.28 

While the "end of the older satiric ideal" may have been 

long in coming, Dryden*s emphasis was caught and sustained. 

Wilkinson feels that it was in many respects due to Dryden 

that "The social importance of Satire had usually been 

accepted in the Augustan age, when it was ranged with the 

Law and the Church as one of the three guardians of the 

moral order."2^ 

^Thomas Barry Gilmore, Jr., "The Reaction to Satire 
in England from 1693-1761" (University of Illinois, 1964), 
p. 5. 

2^Andrew Wilkinson, "The Decline of English Verse 
Satire in the Middle Years of the 13th Century," Review of 
English Studies, new series, III (1952), 222. 
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Or, as Gilmore puts it, satire was seen as "the 

guardian of morality in areas where law or religion cannot 

or does not obtain" (p. 7). 

The most assertive expression of this philosophy 

comes from the pen of Swift, writing in the Examiner: 

Therefore it is very false Reasoning, especially 
in the management of Public Affairs, to argue that 
Men are innocent, because the Law haith not pro
nounced them Guilty. I am apt to think, it was to 
supply such Defects as' these, that Satyr was first 
introduced into the world; whereby those whom 
neither Religion, nor natural Virtue, nor fear of 
Punishment, were able to keep within the Bounds 
of their duty, might be with-held by the Shame of 
having their Crimes exposed to open View in the 
strongest Colours, and themselves rendered Odious 
to Mankind.^ 

Yet even among those who held to this "high" view of 

satire, there were those like Shaftesbury who wished also to 

retain the less respectable, native and uncouth strain, as 

a companion art of high value. In his Soliloquy: or Advice 

to an Author (quoted in Jack, p. 99), Shaftesbury declares 

of this native brand: "Our Satyr ... is scurrilous, 

buffooning, and without Moral or Instruction; which is the 

Majesty and Life of this kind of writing." Shaftesbury then 

proceeded, in his Characteristics. to give a philosophical 

justification for allowing the most prominent element of 

the old tradition—ridicule—into moral usefulness within f 

^Jonathan Swift, from #39 of The Examiner (Thurs
day, April 26, 1711), contained in The Prose Works, ed. 
Herbert Davis (Oxford, 1957)» p» IkT", 
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the "new" satire. In "Treatise I: A Letter Concerning 

Enthusiasm"^ he argues that ridicule cannot possibly harm 

the Truth, but 

If the knowing well how to expose any Infirmity or 
Vice were a sufficient Security for the Virtue 
which is contrary, how excellent an Age might we 
be presum'd to live in! Never was there in our 
Nation a time known, when Folly and Extravagance 
of every kind were more sharply inspected, or more 
wittily ridiculfd. (p. 9) 

Ridicule becomes, then, an additional safety valve for a 

society under pressure of increasingly burdensome follies: 

I am sure the only way to save Mens Sense, or pre
serve Wit at all in the World, is to give Liberty 
to Wit. Now Wit can never have its Liberty where 
the Freedom of Raillery is taken away.^2 (p. 19) 

^Anthony A. C. Shaftesbury, Characteristic's of 
Men. Manners. Opinions. Times. 3rd ed"^ (London, 1723). 

32It is, as noted previously, extremely difficult 
ever to know just what Augustan writers mean by "wit." 
Johnson's Dictionary gives the following, which may or may 
not be helpful! 

"Wit: 1. The powers of the mind; the mental facul
ties; the intellect. This is the original 
signification ... 

2. Imagination; quickness of fancy. *Wit 
lying most in the assemblage of ideas, and 
putting those together with quickness and 
variety . . . Locke.* . . . 

3. Sentiments produced by quickness of fancy. 
4. A man of fancy ... 
5. A man of genius . . . 
6. Sense; judgment ..." 

This definition obscures, by its seeming simplicity, 
the difficulty of defining the concept. It was much more, 
of course, than "quickness of fancy." 
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ShaftesburyTs essay into the refinement of ridicule 

had this for its result, Gilmore believes: 

The laughter ... of ridicule became an essential 
ingredient of Augustan satire; but the laughter 
was coupled with moral fervor. . . . Shaftesbury*s 
contribution . . . had a profound effect on litera
ture. . . . Satire and ridicule—at least at their 
best—could no longer be confused with joyous 
filthiness or irresponsible salvos of abuse; they 
had a nobler mission to perform. (pp. 105-106) 

Implicit in much of the above material is, of 

course, the notion that satire had its opponents and its 

mitigators, and not merely among those satirically attacked. 

Hal^s "Postscript" noted earlier admitted that some 

did hot like satire because of its "inbred bitterness;" 

others because it was "unpleasing both to the unskilful and 

over musical ear" (p. 678). 

Butler, amidst his miscellaneous writings, records 

this: 

A Satyr is a kind of Knight Errant that goe*s upon 
Adventures to Relieve the Distressed Damsel Virtue, 
and Redeem Honor out of Inchanted Castles, and 
opprest Truth, and Reason out of the Captivity of 
Gyants and Magitiaiis: and though his meaning be 
very honest, yet some believe he is no wiser than 
those wandering Heros usfd to be, though his Per
formances and Achievments be ever so Renowned and 
Heroicall. And as those worthys if they Livd in 
our Days, would hardly be able to Defend themselves 
against the Laws against Vagabonds, so our modern 
Satyr has enough to do to secure himselfe against the 
Penaltys of Scandalum Magnatum, and Libells.33 

Dryden, we have noted, alluded to the practically 

^Samuel Butler, Characters and Passages from Note
books. ed. A. R. Waller (Cambridge, 1908), p. 469. 
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universal understanding of satire as "invective." Satire, 

as Jack clearly indicates (p. 96 ff.), was the poetry of 

attack. The combative spirit is not always the dominant 

one in any age, not denigrated only by its victims. It was 

felt too often to be merely the product of a harsh and un

pleasant temperament. Congreve, though himself a satirist, 

said in the Prologue to his play Love for Love (1695): 

Wefve something too to gratifie ill Nature, 
(If there be any here) and that is Satire. 

But an increasingly thoughtful age, and one so con

cerned for the concept of harmony, must surely look with 

increasing question at such a discordant art. William 

Temple was among those forming opposition to what later 

came to be popularly misunderstood as the Shaftesburian 

school. 

I wish the vein of Ridiculing all that is serious 
and good, all Honour and Virtue, as well as Learning 
and Piety, may have no worse effects on any other 
State: fTis the Itch of our Age and Clymat, and 
has over run both the Court and the State, enters a 
House of Lords and Commons as boldly as a Coffee-
House. . . .34 

But let the Execution be what it will, the Design, 
the Custom, and Example, are very pernicious to 
Poetry, and indeed to all Virtue and Good Qualities 
among Men, which must be disheartened by finding 

^William Temple, Essays on Ancient and Modern 
Learning and on Poetry, ed. J. E. Spingarn (Oxford, 1909), 
p. 42.The age of verse libels, as will be noted, was in 
full vigor. 
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how unjustly . . . they fall under . . . this vein 
of Ridiculing the Good as well as the 111.35 (p# 72) 

Dryden tried, in his Discourse noted previously, to 

separate from Satire the noxious libels which so distressed 

Temple, and to give it only limited, but distinct, moral 

justification: 

That . . . sort of Satire, which is known in England 
by the Name of Lampoon, is a dangerous sort of 
Weapon, and for the most part Unlawful. We have no 
Moral right on the Reputation of other men. TTis 
taking from them what we cannot restore to them. 
. . . There are only two Reasons, for which we may 
be permitted to write Lampoons; the first is Revenge. 
• . . The second ... is when he Cthe object] is 
become a Publick Nuisance. 

(Dedication, p. xxxv) 

John Dennis, writing his Letter III to Sir John Edgar in 

1720 tells how even Dryden1s satire struck him as compared 

to Butler*s Hudibras ("a very just" satire): 

We have since had Libels which have passfd for 
Satires, as Absalom and Achitophel. the Medal. 
MackFleckno. and the Dispensary. They are indeed, 
if you please, beautiful Libels. . . . The attempt 
to lessen Shadwell in MackFleckno is . . . unworthy 
of Satire. For Shadwell pretended to no species of 
Poetry but the Comick, in which he was certainly 
very much superior to Dryden.3® 

The concern for libel was not misplaced. Suther

land declares: 

^^Temple took a very "high" view of poetry, and 
would not allow satire a rank as "just poetry," reserving 
this for only such as Homer and the heroic writers. See 
his "Of Poetry," 1609. "Satirical poetry" would have 
seemed to him a contradiction in terms. 

3^John Dennis. Critical Works, ed. E. N. Hooker 
(Baltimore, 1939-1943), II, 201. 
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No one was safe from the anonymous libeller. 
'Women^ Reputations,* we are told by a contemporary 
observer, *of what Quality or Conduct soever, have 
been reckon*d as lawful Game as Watchmen1s Heads; 
and *tis thought as glorious a piece of Gallantry 
by some of our modern Sparks to libel a Woman of 
Honour, as to kill a Constable who is doing his 
duty.* What was too slanderous or too indecent, 
even by Restoration standards, to be printed, could 
be circulated in manuscript; and a certain •Captain* 
Robert Julian . . . ran a profitable black market 
in manuscript lampoons which he picked up and sold 
at the coffee houses and elsewhere.37 

Clustered around the concept of satire were the 

notorious practices of lampoon-libel. And despite the 

reputation of such as Dryden and Butler, the art of satire 

in general was branded as "arrogant and presumptuous out

lawry, a means by which anyone might pose as a moral 

arbiter; satire was frequently on the defensive. It had 

to fight far less for matters of correct procedure than for 

its very right to be" (Gilmore, p. 120). 

Its practitioners often, as Butler and Congreve 

above, commenced with a depreciation of their art. Boyer, 

in the English Theophrastan. says: "Satyr and Invective 

are the easiest kind of Wit. ... a little Wit and a great 

deal of 111 Nature, will furnish a man for Satyr, but the 

greatest of Wit is to commend well" (p. 182). Boyer*s 

allusion to "commending well" adumbrates a change in the 

satirical conscience which was shortly to find its finest 

spokesman in Addison. 

^Sutherland, English Satire, p. 41* 
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In Spectator #209 (Tuesday, October 30, 1711), 

Addison discusses Simonidesfs satire on women: 

CHe] has avoided the fault which Juvenal and Mon
sieur Boileau are guilty of • . . where they have 
endeavoured to expose the Sex in general without 
doing Justice to the valuable Part of it. Such 
levelling Satyres are of" no use to the World, and 
for this reason I have often wondered how the 
French Author above-mentioned, who was a. Man of 
exquisite Judgment, and a lover of Virtue, could 
think Human Nature a proper subject for Satyr in 
... The Satyr upon Man. What Vice or Frailty can 
a Discourse correct, which censures the whole 
Species alike. ... A Satyr should expose nothing 
but what is corrigible, and make a due discrimina
tion between those who are, and those who are not, 
the proper objects of it. 

While the sentiments within the Addisonian dogma are 

not fully original, perhaps, coming at this time and from 

Addison, they assumed determinative importance. He further 

elucidates his feelings on present satirical practice in 

paper #451 (Thursday, August 7, 1712): 

I cannot but look upon the finest Strokes of Satyr 
which are aimed at particular persons ... to be 
the marks of an evil mind, and highly criminal in 
themselves. . . . Our Satyr is"nothing but Ribaldry 
and Billingsgate. ... By this means the Honour 
of Families is ruined, the highest Posts and great
est Titles are rendered cheap and vile in the sight 
of the people. . . . Every honest Man sets as high a 
Value upon a good Name, as upon Life itself; and I 
cannot but think that those who privily assault the 
one, would destroy the other, wight they do it with 
the same Secrecy and Impunity.3° 

Addison*s own satirical creed of practice, so to 

speak, was noted earlier when in paper #34 (Monday, 

3%e is here referring to the routine practice of 
printing lampoons or satirical libels anonymously. 
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April 9, 1711) he promised "never to draw a faulty Character 

which does not fit at least a Thousand People, or to publish 

a single Paper that is not written in the Spirit of Benevo

lence and with a Love to Mankind." 

The very essential difference which the labors of 

the Tatler and Spectator wrought into the world of satire 

was that "Addison and Steele posited good humor as a real 

ingredient of satire, a quality which would suffuse and 

qualify it" (Gilmore, p. 124). 

It was, of course, much more than good humor which 

Addison brought to satire. He infused it with that peculiar 

brand of Augustan benevolence, and he gave it, above all, 

good manners such as it had never remotely known in English 

letters. In the period when political satire is dying out, 

as Clark summarizes it, "Addison performs his historic task 

of refining social and literary manners, and prepares an 

audience that no longer demands the spice of virulence and 

obscenity" (p. 444). 

The audience had unquestionably been there; but it 

was not only much enlarged but fully self-conscious. The 

times and the temperament were in ideal preparation, then, 

for the writers and the readers of Benevolent Satire to 

confront those of Virulent Satire, and to "have it out." 

The Universal Passion and The Dunciad served to define 

certain of the lines of battle. 
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2. The Course of Satire after Young 

A. "The Universal Passion" as a Gathering of Trends 

The danger one courts in attempting to establish the 

importance of an author or a work often lies in trying to 

claim influence beyond that merited. The Universal Passion 

assumed, I believe, a position of great importance in 

English satire but its influence was not directive; it was 

representational. That is, Young*s satires did not, by 

their weight or their example, alter the literary course. 

What they appear to me to have done, rather, is to have 

gathered into themselves all of the forces which were work

ing to bring about an alteration and to have emerged as the 

Single Work which embodied the nascent ideal of the "new 

satire." 

Young seems to have been almost uniquely perceptive 

to the flow of the tides of taste, and to sense within the 

past what would please the future. Thomas makes a keen 

analogy: 

Pareil a ces instruments dfextreme sensibilite 
qui marquent a lfavance une saute du vent, il a 
deja change de direction quand les girouttes 
voisines conservent encore^celle qufil indiqua le 
premier et parait par lsl meme parfois preceder 
les autres et parfois retarder sur elles. (p. 216) 

The clearest way, perhaps, to demonstrate Young1s 

ability to focus current trends toward a future direction 
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is to examine the sources of both his satirical theory and 

satirical practice. He was almost totally derivative; his 

originality pertained to synthesis or combination, not 

essence. 

When Young published the first of his satires, he 

excused his entry into the field by saying he felt that Pope 

was asleep instead of using his satirical gifts in defense 

of virtue (Satire 1:35-36). Pope gave Young lessons in the 

couplet, without doubt; but it was not the tradition repre

sented by Pope to which Young turned. 

Quand Young . . . se decida vers la fin de 1724 
k faire revire las satire, il renonca a suivre 
l'exemple de Dryden pour renouer la tradition 
interrompue de la Renaissance anglaise. 

(Thomas, p. 243) 

Thomas is among those scholars feeling a hiatus, or 

a resting point, in the satiric tradition between Dryden 

and the Dunciad. This is a matter of opinion, but an era 

which saw the Rape of the Lock and Tale of a Tub produced 

can hardly be called barren of satire. Despite Thomas, 

then, Young can hardly be said to have "revived" the art. 

Nevertheless, Young*s large measure of artistic independence 

is certainly shown in his willingness to look past or 

through the Dryden-Pope tradition, massive as it was, and 

choose his foundations among the ruins of the past. This 

choice was not, however, a foolhardy passion for the obso

lescent. 
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Dryden, it will be recalled, theorized on classical 

modes but wrote somewhat differently. Young simply took him 

at his word, disregarding his practice. 

The justification was rooted in Dryden*s distinction 
between Horace*s and Juvenal*s styles and his ad
miration for Boileau in combining the merits of both 
the Roman satirists—critical notions which Addison 
had rephrased and elaborated in the Spectator. 

(Crawford, p. 162) 

Young*s theories are expressed in several different 

places, most importantly in the Preface to the 1728 edition 

of his satires. 

. . . laughing satire bids the fairest for success. 
The world is too proud to be fond of a serious 
Tutor; and when an Author is in a passion, the 
laugh, generally, as in conversation, turns against 
him. This kind of Satire only has any delicacy in 
it. Of this delicacy Horace is the best master. 
He appears in good humour while he censures; and 
therefore his censure has the more weight, as 
supposed to proceed from Judgment, not from Passion. 
Juvenal is ever in a passion; he has little valuable 
but his Eloquence, and Morality: The last of which 
I have had in my eye, but rather for emulation, 
than imitation, thro* my whole work. (p. v) 

Boileau has joyn*d both the Roman satirists with 
great success; but has too much of Juvenal in his 
very serious Satire on Women, which should have 
been the gayest of all. (p. vi) 

Some Satyrical Wits, and Humorists, like their 
Father Lucian, laugh at every thing indiscrimately; 
which betrays ... a poverty of wit. . . . Such 
writers encourage Vice and Folly, which they pretend 
to combat, by setting them on an equal foot with 
better things.39 (p# viii) 

^This has been interpreted by some as a criticism 
of Swift. 
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They that are for lessening the true dignity of 
mankind, are not sure of being successful, but 
with regard to one individual within it. It is 
this conduct that justly makes a wit a term of 
reproach. (p. ix) 

Within The Universal Passion itself Young enters 

sentiments pertinent to his theory of satire: 

Parts may be prais*d, good-nature is ador*d; 
Then, draw your wit as seldom as your sword: 
And never on the weak: or you*11 appear 
As there no Hero, no great Genius here. 

As in smooth oyl the razor best is whet, 
So wit is by politeness sharpest set. 

(11:117-126) 

Thirty years later, in his Conjectures on Original 

Composition (1759), Young seems to have maintained unaltered 

his position: 

Addison prescribed a wholesome and pleasant regimen, 
which was universally relished, and did much good. 
. . . Pope preferred a purgative of satire which, 
tho* wholesome, was too painful in its operation; 
and . . . Swift insisted on a large dose of ipeca
cuanha, which, tho1 readily swallowed from the fame 
of the physician, yet if the patient had any deli
cacy of taste, he threw up the remedy instead of 
the disease. 

A final quotation will show Young1s essentially 

"high" view of satire: 

Instructive Satire, true to Virtue*s cause! 
Thou shining supplement of publick lawsI 

(1:11-12) 

From these scattered comments we may justly surmise 

Young*s satirical theory, and trace its roots. He is 

aiming at what the great satirists of the Renaissance 

desired but never quite reached: the urbane, the witty, 
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the masculine tone of Horace; to this he wishes to add his 

own refinement of phrase, the "politeness of wit," of which 

Dryden might have been capable but only Boileau achieved 

(in Dryden*s day). Finally, undergirding all, he wishes to 

have the discriminating but unquenchable benevolence of 

Addison. What Young rejects, explicitly or implicitly, is 

the "judgmental" tone of Juvenal, and thus with it the long 

native English tradition of virulence; the misanthropy of 

Lucian and Swift; the unkind although brilliant vivisection-

by-wit of Dryden and Pope. 

One is inclined to distrust theory until seen in 

practice, however (Dryden being a present example). In 

fact, Young*s practice of satire is utterly congruent with 

his theory, a happenstance uncommon enough in literature. 

McKillop believes that Young*s satires "may be said to 

establish a standard for the Horatian satire of the age" 

(p. 203). Horace was to him "the exemplar of the moralist 

gently ridiculing what could be improved in typical con

temporary men and manners" (Crawford, p. 162). 

The preference for Horace and "smiling satire"— 

Young calls it "laughing"—was the new continuance of the 

Renaissance aim. It was not Young*s idiosyncrasy; in this, 

as Gilmore notes; "Edward Young . . . arrived at a conclu

sion which accurately reflects the consensus we have seen 

taking shape" (p. 1&7). 
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Of all those who contributed to the shaping of 

Young*s theories, however, Horace may be traced the least 

within the content of the satires. .What he borrowed from 

Horace was not specific material. Thomas says: "Quant a 

Horace, ce quTil cherche surtout a lui prendre ce n'est pas 

un trait isole, cfest plutot general de sa satire enjouee" 

(p. 271). He borrowed content from many: from Boileau, 

from la Bruyere, from Addison, perhaps from Boyer and 

Mandeville; perhaps—through Dryden—even from Juvenal; but 

his debts, and they are overwhelming ones, are primarily to 

the first three named. From those three satirists, two of 

them French and one English, Young distilled both material 

content and the dominant tone of his satires. What resulted 

was a new combination, which many have tried to categorize. 

As Johnson remarked a half-century later, he had a "species 

of satire . . . between those of Horace and Juvenal; and 

he has the gaiety of Horace without his laxity of numbers, 

and the morality of Juvenal with greater variation of 

images" (Lives, p. 404). Saintsbury thinks the tone is 

primarily Addisonian (p. 64 ff.); Clark, as might be ex

pected, sees it as overwhelmingly Bolevian (pp. 205-210, 

444 ff.). No one, in Young's time or since, has seen it in 

the Dryden-Pope-Swift tradition; considering that theirs was 

the dominant satiric voice in the time he wrote, Young must 

have had either a strong artistic courage, or else he sensed 
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that the popular ear was more closely tuned to his kind of 

music. The latter seems, from all indications, the more 

likely. 

Boileau was popular in England not only for his 

satire Le Lutrin but also for his Art of Poetry and his 

letters on various subjects. Few literate Englishmen could 

miss the first, at least. From Young's Preface as quoted 

earlier, it is probable that the English author had studied 

the Frenchman closely. What seemed most like Boileau within 

The Universal Passion were elements of feeling and style. 

Clark notes: 

Young has caught very happily the epigrammatic 
trick of Boileau, accompanied by occasional anti
thesis, which turns so many of his lines and 
couplets into proverbs,^0 and he seems also to have 
learned from Boileau the idea of making a satire 
a series of type-portraits, each having a verse 
paragraph to itself.**1 . . . But what gives Young 
his supreme importance in the history of Bolevian 
influence on English poetry, is that he, first and 
almost alone of English poets . . . caught and 
reproduced in English satire that peculiar middle 
tone that distinguishes Bolevian satire—that easy, 
conversational pitch that rises only now and then 
to a note of impetuous sharpness . . . that absence 
of deep-felt indignation . . . but ... by that 
constant presence a mild . . . censoriousness which 
distinguished Boileau, as it does Young, from the 
ever-kindly Horace. Young manages at last to get 
into English satire something of the light and 
winged character of the French, though he cannot 
capture its dash and spirit. ... (p. 445) 

^°It is likely that this was due as much to emula
tion of Pope as to Boileau. 

^1This was not, we have seen, Boileau*s invention. 
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Both Clark and Thomas expend a great deal of energy 

looking for particular borrowings of phrase or theme from 

Boileau in The Universal' Passion, and are disappointed in 

the search. Thomas finds seven slight similarities 

(pp. 270 ff.) and Clark nearly as many (pp. 205 ff.). One 

or two, such as Boileau1s Epistle III, lines 21-26 and 

Young*s Satire VI. lines 425-426, are probably direct 

borrowings. For the rest, even Clark must be content with 

admitting that "no complete imitation of any one of Boileau1s 

works is to be found among the Satires and Epistles of 

Young" (p. 206). Nor even, it must be added, partial imita

tions. Frank's summation is largely justified: 

I think it is safe to say that Boileau was Young*s 
closest model. He found in him a mixture of the 
vigor of Juvenal and the wit of Horace, and he 
found a polish and elegance not in the Romans. 
He further found a conciseness of phrasing . . . 
which suited his own taste and talents very well. 

(p. 131) 

With la Bruyere, however, we encounter a different 

type of influence, in the main. It has become somewhat of 

a puzzle to scholars as to why in his Preface, Young does 

not list among those writers classical and French the name 

of la Bruyere, as one to whom he is indebted, or whom he 

emulates. The Caracteres were, in the first place, well and 

widely known in England; Young cannot have thought he was 

hiding a source from his readers. Yet, without a nod to the 

Frenchman, he proceeded to borrow so much of his material 
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and method that an early translator of Young into French 

felt Young to be little more than la Bruyerefs imitator, 

citing numerous examples to prove his point.^ 

By labelling his satires "characteristical" Young 

must have known that he would invite comparison with 

la Bruyere, even with the long English tradition in the 

same genre. Further, he makes no attempt to mask his 

borrowings. One or two will suffice; there are more than 

a dozen similar examples: 

Caracteres. Ch. XIII, 2: 

Fleuriste has a garden in the suburbs, where he 
spends all his time from sunrise till sunset. You 
see him standing there, and would think he had 
taken root in the midst of his tulips before his 
*Solitaire1 ... it never before seemed to him so 
handsome; he is in an ecstasy of joy . . . but God 
and nature are not in his thoughts, for they do not 
go beyond the bulb of his tulip. . . . 

The Universal Passion, II:21-2&: 

Floriofs fame, the product of a shower, 
Grows in his garden an illustrious flower. 
Why teems the earth? Why melt the vernal skies? 
Why shines the sun? to make Paul Diack rise. 
From morn to night has Florio gazing stood, 
And wondered how the Gods could be so good. 
What shape, what hue? was ever nymph so fair? 
He doats! he dies! he too is rooted there. 

. Labile, Les Satires d*Young (1802), Preface, 
p. v, as quoted in Thomas, p. 266. 

^The name of a tulip. 
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Even allowing for the fad of tulip-growing common to 

both countries at the time, the expression can hardly be 

coincidental. Other borrowings include the man who pre

judices his daughters* care in order to buy antique statues; 

the atheist who only disbelieves as long as he is well; the 

fop Narcissus; and a number of moralizations concerning the 

arts of women. Young makes such use of la Bruyere in every 

one of the seven satires, besides borrowing elements of 

structure or method as previously noted. Augustans were 

admittedly used to such literary trespassing, and indeed 

flattered themselves upon recognizing such instances, not 

thinking to condemn the second author but only to compare 

his treatment with the original. While the possibility of 

an intermediate source cannot be discounted, la Bruyere was 

so widely read in England that it seems odd Young did not 

recognize that author in his Preface. La Bruyere repre

sented exactly the type of satirist Young approved; he too 

possessed the broadest and most benevolent view of humanity; 

and he did not lacerate nor pillory, but chose to "charac

terize" and moralize. Perhaps Young was too conscious of 

their similarities and chose not to draw attention to what 

would be discoverable under any circumstances. 

However much he may have borrowed from the tone and 

technique of Boileau, and from the structure and materials 

of la Bruyere, Young*s debt to Addison was far greater still. 
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Thomas was, to my knowledge, the first to point out the ex-

tensiveness of Addison1s influence within the satires; later 

scholars have learned to see it, but often fail to credit 

Thomas properly for the clues. 

Thomas says that Young*s total conception in the 

satires, 

. . . ingenieuse et opportune, a un moment ou les 
pamphlets les plus virulents et les plus ̂ hontes 
deshonoraient la presse, est in fait 1*application 
a la poesie de la methode inauguree dans le domaine 
de la prose par Addison et Steele. (p. 245) 

This must certainly rank with the finest of literary 

insights in Young criticism. Thomas establishes quite 

beyond question that this application includes not merely 

characters and moralizations (as Young took from la Bruyere) 

and the cool Addisonian style (as Young used Boileau's 

style), but the fundamental moral philosophy which permeates 

the satires on every level of conception. This was done, 

Thomas feels, with conscious intent. 

A comparison of the quotations concerning their 

"satiric ideals," so to speak, shows the extent to which 

Young identified himself with Addison1s views. Young was 

certainly deeply aware of the great respect for, and sym

pathy with, Addison1s moral and critical values among the 

lettered circles. 

II ne restait plus qu*a introduire dans l*art des 
vers la reforme morale souhaitee par l,illustre 
critique pour produire une veritable innovation 
dans la litterature anglaise et pour devenir de 
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ce fait un des champions de la vertu et du bon 
gout. (Thomas, p. 246) 

Thomas does not mean to imply that Young adopted this point 

of view simply as a means of becoming such a "champion."^ 

Addison1s philosophical contributions to the satires 

include even the worldview as expressed in the "Moral Elegy" 

with its Augustan form of Romanticism and echoes of Stoi

cism: 

Spectator #15 (Saturday, March 17, 1711) 

True Happiness is of a retired Nature. ... It 
loves Shade and Solitude, and naturally haunts 
Groves and Fountains, Fields and Meadows . . . and 
receives no Addition from Multitudes of Witnesses 
and Spectators. On the contrary, false Happiness 
loves to be in a Crowd, and to draw the Eyes of the 
World upon her. . . . She flourishes in Courts and 
Palaces, Theatres and Assemblies, and has no 
Existence but when she is looked upon. 

Young only had to set these lines in heroic couplets and 

ring the variations upon the theme. 

Had he wished, Young might have derived from Addison 

not only the title but most of the concepts of "Love of 

Fame," as this "universal passion" expressed itself in the 

Augustan world. Both men, of course, drew upon a long tra

dition—to some extent theologically based—concerned with 

this topic. In three consecutive articles—papers #255, 

#256, and #257—Addison examines the concept at length. 

These papers elaborate upon the ideas presented in briefer 

^Nor did Thomas seek to ascertain to what extent 
Young did become a "champion of virtue and good taste." 
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form in a much earlier Spectator. #73 (Thursday, May 24, 

1711): 

It is very strange to consider that a Creature like 
Man, who is sensible of so many Weaknesses and Im
perfections, should be actuated by a Love of Fame: 
That vice and Ignorance, Imperfection and Misery 
should contend for Praise, and endeavour as much as 
possible to make themselves objects of Admiration. 
. . . The wise Man is happy when he gains his own 
Approbation, and the Fool when he Recommends him
self to the Applause of those about him. 

But however unreasonable and absurd this Passion 
for Admiration may appear ... it is not wholly to 
be discouraged; since it often produces good 
Effects, not only as it restrains him from doing 
any thing which is mean and contemptible, but as 
it pushes him to Actions which are great and 
glorious. 

While the content of the first two paragraphs above 

is found throughout the satires, that of the last paragraph, 

beginning "But however unreasonable ..." forms the burden 

of the song only in Satire the Last, where Young praises 

"true" ambition, and shows the benefits attendant upon a 

"proper" love of glory (VII:117-23#). 

Young's debt to la Bruyere's format and character 

sketches is unquestioned; but his parallels with, and 

borrowings from, Addison are wholesale in both structure 

and content. Thomas says: 

. . . ses premiers modeles, et cela apparait claire-
ment jusque dans les noms dont il affuble ses per-
sonnages et qu'il emprunte pour la plupart aux 
revus, ont ete les articles du Spectateur. Cfest 

^The ideas expressed herein, and the seriousness 
with which Addison treats them, may well have struck Young 
particularly in his days under Addison*s tutelage. 
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Addison . . . d'apres lequel on devait fournir au 
public les nouvelles du jour et des dessertations 
morales, cette galerie dtoriginaux ou sous des 
pseudonymes divers, parfois transparent et signi-
ficatifs, etaient fustiges d1importance tous les 
vices et toutes les faiblesses de la societe con-
temporaine. Young n*eut quTa reprendre cette 
collection de tvpes imaginaires, en les corrigeant 
au besoin dfapres des hommes bien vivant et quTil 
pouvait observer et loisir a la Cour ou dans les 
salons de la capitale, pour ouvrir a son tour une 
galerie^nouvelle ou chacun put, ou crut pouvoir 
reconnaitre son voisin. ; (p. 247) 

Considering the relative brevity of the satires, it 

is remarkable to consider that at least thirty direct 

borrowings of characterization or moralization or both are 

plainly traceable to the Tatler and S p e c t a t o r M a n y  

others may be borrowings but are also commonalities of the 

times. Obvious borrowings, in addition to those already 

noted, include the following: 

Spectator #143 (Tuesday, August 14, 1711): 

Take a fine Lady who is of Delicate Frame, and you 
may observe from the hour she rises a certain 
weariness of all that passes about her. I know 
more than one who is much too nice to be quite 
alive. They are sick of such strange frightful 
People that they meet, one is so awkward and another 
so disagreeable, that it looks like a penance to 
breathe the same air with them. . . . 

The Universal Passion. VI:l6l-l6&: 

Aspasia1s highly born, and nicely bred, 
Of taste refinfd, in life and manners read, 
Yet reaps no fruit from her superior sense, 
But to be teaz»d by her own excellence. 

^Only four or five are from the Tatler. Thomas 
started the "Search" with a half-dozen clear examples; Frank 
added a few; I have found others; more will be found, surely. 
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"Folks are so aukward! things so unpolite!" 
She*s elegantly pain*d from morn to night. 
Her delicacy*s shocked where-ei*er she goes, 
Each creaturefs imperfections are her woes. 

Again: 

Spectator #12& (Friday, July 27, 1711): 

The wife is over-run with Affectation . . . CShe] 
cannot bear the Noise of the Larks and Nightingales, 
hates your tedious Summer-Days, and is sick at the 
Sight of shady Woods and purling Streams. . . . 

The Universal Passion, V:237-240: 

Such Fulvia*s passion for the town; fresh air 
(An odd effectI) gives vapours to the fair: 
Green fields, and shady groves, and chrystal springs, 
And larks, and nightingales, are odious things; 

Another borrowing: 

Spectator #154 (Monday, August 27, 1711—quoting a 
letter from * Simon Honeycomb*) 

You might often see Men game in the Presence of 
Women ... to recommend themselves as Men of 
Spirit. I found by long Experience, that the 
loosest principles and most abandoned Behaviour, 
carried all before them in Pretensions to Women 
of Fortune. 

The Universal Passion. V:407 ff. 

Mistaken lovers who make worth their care, 
And think accomplishments will win the fair: 
. . . Nought shines so bright in vain Liberia's eye 
As riot, impudence, and perfidy; 
The youth of fire, that has drunk-deep, and play*d, 
And kill*d his man, and triumph*d o*er his maid; 
For him, as yet unhang*d, she spreads her charms. 

The well-sketched and humorous Chremes portrait 

quoted earlier is also among Young*s debts to Addison (from 

Spectator #625). Occasional Young-Addison parallels may be 

due simply to common observation of the same phenomena; 



204 

there are entirely too many, however, in which specific 

details and turns of thought are common to allow 'less than 

direct borrowing by Young. Thomas establishes this beyond 

question. 

It may not be, indeed, too much to assert with 

Thomas that what Young aimed at in the satires was primarily 

a versification of the mood, morals and mode of Addison. It 

may have been a conscious aim, or it may have been because 

Young was simply that much steeped in Addison*s thought. 

Whatever the source of the motivation, it was uncannily 

opportune in its results. 

C*est done dans une societe caracterisee par bien 
des vices et des travers, mais travaillee egalement 
par des aspirations superieures et tendant, sans sfen 
douter, vers un nouvel id^al moral et litteraire 
qu*Ed. Young composa ses Satires. (Thomas, p. 102) 

Crawford feels also that The Universal Passion "expressed 

contemporary interests, its only novelty lying in its com

bination of those interests. Consequently, Love of Fame 

was an extremely popular book . . ." (p. 162). 

Young*s satires clearly may be said to represent 

both a social and a literary phenomenon. They were soon 

gathered up by the armies of opinion which were to determine 

the course of English satire. 

B. Pope and Young 

The friendship, personal and literary, between Pope 

and Young we have seen as a constant one. Yet, although 
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Pope was by far the finer writer, the sequence of literary 

events was such that Pope seems to have been more influenced 

by Young than vice versa. This literary debt is recognized 

variously by different commentators. Some, like Jack, are 

hesitant: "Young*s 'characteristical satires* were no doubt 

partly responsible for turning [Pope's]] own thoughts in the 

direction of epistolary satire."^ Dyson is willing to 

admit more: "But in some respects fThe Universal Passion] 

anticipated Popefs most popular accomplishments and may well 

have offered models for some of his characters in the moral 

essay On Women" (p. 5S). Courthope compares the two poets 

in the characterization of women: "... in the repre

sentation of feminine types. Young not only anticipated 

Pope, but excelled him" (p. 293). 

Frank agrees with the extent of the influence, but 

not the evaluation of merit: 

Pope's second Moral Essay. 'Of the Characters of 
Women,' is only 292 lines, or about one quarter as 
long [as Young's!. Another improvement was his 
device of uniting several foibles under the same 
character. ... By concentrating his attack, by 
organizing it along logical lines, and by avoiding 
expansion and digression, Pope achieved an intensity 
that Young never attains to.**-8 (pp. 149-150) 

^"7Ian Jack, "Pope and 'The Weighty Bullion of Dr. 
Donne's Satires'," Publications of the Modern Language 
Association. LXVI (1951), 1009. 

^This is a reasonable estimate in comparing the 
two writers' achievements. 
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A critical consensus would hold, then, a certain in

fluence from Young to Pope within at least the latter*s 

sketches of women. Saintsbury, however, goes much further 

than this. 

|jfoung3 wrote something ... notable in itself and 
more notable still as an origin, while it is intrin
sically recreative in no small degree. The Universal 
Passion, as a matter of mere literal fact, preceded, 
and as a matter of all but critical demonstration, 
influenced, the most characteristic form of Popefs 
satire. 

Of course both Young*s and Popefs satiric in
spirations were drawn to a great extent from Latin 
and French originals; but the peculiar trend and 
turn of the work resulting was due to Young. . . . 
It was Young . . . who produced, and taught Pope to 
produce, the famous style of half personal, half 
social persiflage, which was kept up tant bien que 
mal throughout the century. . . . [Peace, p. 65) 

This is a much wider claim on Young*s behalf. 

However one may choose to interpret the sequence, 

the facts are that before Pope wrote his Dunciad. he had not 

published any formal verse-satire; during the time he was 

writing the Dunciad. Young*s satires were establishing them

selves in full fame, the only formal verse satires to 

achieve wide popularity in many decades; and after the 

Dunciad Pope published practically nothing but formal verse 

satire. Saintsbury is among those noting a change in Pope*s 

tone toward that of Young.^9 others have compiled numerous 

examples of borrowed lines or turns of phrase, as well as 

^Crawford notes this also, in "What was Pope*s Debt 
to Edward Young?," p. 162. 
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characterizations, from Young1s work. Warton, in his Essay 

on Pope began the "scouting of lines" borrowed by Pope, a 

good number of which have been accepted and retained by 

later editors. 

The matter of the change in style was noticed even 

by Pope's contemporary readers: 

I enclose to you Mr. Pope's new poem fThe Epistle 
to Bathhurst], which is much in the style of the 
epistle to my Lord Burlington; . . . the style of 
the whole is like Young's Universal Passion.51 

As Crawford notes, in this epistle "Pope was assum

ing the point of view of the moralist, as Young had already 

adopted it in his verse-satire" (p. 164)* 

Before approaching the fundamental issues which 

divide the satires of Young and those of Pope, one other 

obvious parallel of a certain magnitude unites them: the 

subject of the "passions." 

The idea that human actions, types, characters, 

natures, were reducible to a fixed number governed by cer

tain "passions" was hardly novel in English thought. A 

medieval holdover, it is direct kin to the idea of "humors," 

that Renaissance and earlier form of psychology. Yet the 

5®i.e., Elwin-Courthope and Twickenham editions. 
See Crawford, p. 153, note, for her list of such parallel 
passages from The Dunciad. Imitations of Horace. Moral 
Essays. and others. 

•^Letter from Lady A. Irwin to Lord Carlisle (?), 
January 18, 1733, Historical Mss. Commission. 15th Report 
(1#97), Appendix. Part 6, p. 97. Quoted in Crawford, p. 164« 
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idea was having a late revival in Augustan times, under new 

guise, partly imported from France.52 

Kenneth MacLean, writing in John Locke and English 

Literature of the Eighteenth Century (pp. 47-43) observed: 

No aspect of Eighteenth Century thought is so 
astonishing as the popularity of this anti-rational 
conception of ruling passions which thus sets the 
intellectual aside to leave us at the mercy of our 
passions. • . . The frequency with which Eighteenth-
Century writers placed man and his reason at the 
mercy of his passions, particularly his ruling 
passion, suggests that the age of reason might with 
more justice be called the age of passion. 

Henry Gaily, a classical scholar and philosopher 

contemporary with Young and Pope, published, in the same 

year as Young*s first satire, his translation of Theo-

phrastus prefaced by his remarks on how to write Characters 

—which was to understand the "labyrinth" of the passions, 

their inter-relationships, and know how to recognize the 

master passion (Crawford, pp. 160-161). 

Young was immediately recognized for the contempo

raneity of his psychology, of course, in structuring his 

satires around his particular nomination for the "master" 

passion, love of fame. Accordingly, when Popefs first 

post-Dunciad satire emerged, the Epistle to a Lady, readers 

recognized not only the Characteristical style of Young but 

52La Bruyere himself, in describing his technique, 
seems to have been a follower of the theory. See his 
Preface to his Discours a l'Academie. 

^Quoted in Crawford, p. 160, note. 
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must have noted these lines also: 

In Men, we various Ruling Passions find, 
In Women, two almost divide the kind; 
Those, only fixed, they first or last obey, 
The love of Pleasure, and the Love of Sway. 

(lines 207 ff.) 

The difference between Young and Pope in their "psychology 

of characters" was that Pope allowed different ruling 

passions for each person, rather than postulating one single 

one; this modification of Young*s theory gave Pope much 

greater freedom in developing his Characters, as well as 

being truer to life. 

Search then the ruling passion: there, alone 
The wild are constant, and the cunning known, . 
The fool consistent, and the false sincere. . . 

This became something of an article of faith with Pope. 

Young, we may believe, held his "universal passion" 

to a single one for artistic reasons mainly; for in his 

sermon A Vindication of Providence he speaks of 

Voluptuousness. Ambition. Avarice, and Vanity. 
Those four predominant Impulses that divide Mankind 
between them; That beat on us, like the Four Winds 
of Heaven, and keep the restless World in a 
perpetual Storm. (p. 39) 

The sermon seems to be a register of his more con

stant philosophies and affections; he now subscribes, or 

perhaps always did, to the theory of several "ruling 

passions."55 

5^-Moral Essays. I, "Epistle to Cobham:" 174-176. 

55perhaps the difficulty of writing the Love of Fame 
series convinced him of his fallacy (see VI:531-532). 
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It is true that the notion was in common thought, 

was part of what was then "modern psychology." Yet until 

Young used the "ruling passion" concept for poetic purposes, 

Pope had not done so. At least Young*s work must have con

vinced him that, like Characters, the passions could be a 

useful artistic device for a satirist. 

Perhaps largely because of Pope*s personality, the 

Dunciad controversy came to involve matters that partially 

obscured a fundamental issue, which had been gathering head 

for more than fifty years. The so-called "War of the 

Dunces" was in one sense merely the last real battle of the 

war between Ill-natured Satire versus Good-natured Satire, 

or as they have been elsewhere labelled, virulent versus 

benevolent satire. Even this is sometimes clouded over by 

those who wish to draw the distinction on the basis of 

"general versus particular" satire. The lines were rarely 

that clear, although that distinction was often, it is true, 

at stake in the arguments. As Gilmore notes: 

Before 172S . . . general satire seemed to be almost 
as highly regarded for its potency as it was for its 
mildness and charity; and there were critics who 
opposed particular satire not because of its cruelty 
but simply because they did not believe it was the 
most effective form of satire. (p. 35) 

With The Dunciad*s publication Pope unquestionably 

pulled down the hornet*s nest. Yet it was a peculiarly 

opportune moment for the battle over the nature of satire 

to come to open field and full panoply, for 1723 was the 
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year of both The Dunciad and the collected satires of The 

Universal Passion* Both were extremely popular, and yet 

they embodied more clearly than had ever been seen the 

qualities of the two camps standing in opposition, each 

helping to define the other. The avid reception of both 

works makes it obvious that the Augustan reading public was 

of two minds in the controversy; momentarily they might have 

seemed equal. 

The question primarily involved manners and the view 

of man. 

On the one hand was the ironic, harsh, individual

ized, brilliant, merciless and witty work of Pope; on the 

other the straightforward, generalized, benevolent and witty 

work of Young. The Dunciad represented the high-water mark 

of the Dryden tradition. Walker says; "For the ripe fruit 

of Dryden*s work we must look to the Dunciad. which, though 

neither Pope*s earliest nor his greatest satire, is that in 

which Drydenfs influence is most conspicuous" (p. 166). 

Vindictiveness or pessimism, or both, are prominent notes 

in that tradition, just as optimism and goodwill are promi

nent in the modified Classical tradition culminating in 

Young. 

Wolfe says; 

Young . . . may fitly be the penultimate name in 
the era that Cnow] reached its consummation . . . 
so cool, so imperturbable, and in some ways so 
generous is Young that it is difficult to believe 
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that he belongs to the same age as Swift. . . • 
it is true that talent more than genius reflects 
and is coloured by its period. When therefore we 
find hardly a line or phrase in all Young's seven 
satires which would offend the most fastidious 
modern taste ... we are ruefully driven to admit 
that it was possible to write effective satire 
in the age of Swift without the touch of the 
tar-brush. (pp. 91-92) 

The Dunciad. of course, wielded a poisoned rapier 

rather than a tar-brush, but Wolfe*s observation remains 

adequate to cover this also. 

The works of the two men, Young and Pope, were 

immediately opposed in public thought, although not always 

clearly. An Essay on Calumny (1729?), written anonymously, 

castigates Pope, according to Gilmore (p. 1#4), and then 

contrasts him with Youngs 

From pers'nal Satire. view Young's chaster Page, 
Expatiate free, to bless and mend the age, 
Where the pleas*d Eye no defamation sees, 
Where well the Christian with the Bard agrees: 
While he, with Heart humane, and Wit well-bred, 
Smiles, in his Lays, prevailing Folly dead. 

Such comments were plentiful, nearly all taking the same 

line: satire should be like Young*s—humane, well-bred; not 

like Pope's. The above lines also indicate a line of 

thought just beginning to develop: the imputed conflict 

between Christianity and Pope's type of satire in The 

Dunciad. 

Young's support was avidly sought by both sides in 

the controversy. Despite his critical sympathies, Young's 

personal friendship with Pope never faltered, and he was 
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never shaken in his belief in Popefs surpassing artistry. 

He declared publicly his allegiance to Pope in Two Epistles 

to Mr. Pope Concerning the Authors of the Age (1730). These 

two letters, among Young*s finest work, are interesting in 

their assertion of Popefs manifest superiority to any of 

those writers attacking him, yet at the same time in their 

conviction that Pope wrote the wrong kind of satire in The 

Dunciad. Shelley includes the remarks of a disappointed 

courter of Young1s support appended as a note to a poem 

published anonymously shortly after Young's Two Epistles; 

The Reverend Doctor Edward Young, who, in this 
Quarrel of the great contending Powers in Poesy, 
has been courted by all Sides; but some late inci
dents give a Suspicion, that he has acceded to the 
Treaty of Twickenham. . . . (Shelley, p. 22) 

Young, it was evident, was sick of being quoted and 

noted in opposition to Pope as the authority on The Way 

Satire Should be Written: 

Truce, truce, ye Vandals! my tormented ear 
Less dreads a pillory than a pamphleteer: 
I*ve heard myself to death. . . . 

(Epistle 1:15-17) 

A few lines later he both compliments Pope and 

blames him for his discomfort: 

Pope, if like mine, or Codrus*, were thy style, , 
The blood of vipers had not stain*d thy file. . . .5° 

(lines 21-22) 

He acknowledges PopeTs unerring ability to draw blood, but 

56"Codrus" is any third-rate author. 
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inserts the notion that those stabbed were beneath his 

notice, always a danger for authors who wrote particular

izing satire. 

Within the two epistles (published together) Young 

mingles with fine artistry an attack upon Popefs attackers 

with his own theory of proper satire. This theory had not 

altered a whit in the years between 1725 and 1730. The 

following lines, selected from Epistle II. illustrate: 

Nay, who dare shine, if not in virtuefs cause? 
That sole proprietor of just applause. . . . 

(19-20) 

fTis harder far to please than give offence. 
(65) 

Prudence protects and guides us; wit betrays: 
(37) 

But grant your judgment equal to the best, 
Sense fills your head, and genius fires your breast; 
Yet still forbear: your wit (consider well) 
fTis great to show, but greater to conceal. 

(93-96) 

Nothing but what is solid or refin*d 
Should dare ask public audience of mankind. 

(109-110) 

Let satire less engage you than applause; 
It shows a generous mind to wink at flaws: 

(155-156) 

If satire charms, strike faults, but spare the man; 
fTis dull to be as witty as you can. 
Satire recoils whenever chargTd too high; 
Round your own fame the fatal splinters fly. 
As the soft plume gives swiftness to the dart, 
Good breeding sends the satire to the heart. 

(164-170) 

No work efer gain*d true fame, or ever can, 
But what did honour to the name of man. 

(201-202) 
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It is a restatement of the Addisonian philosophy, a 

confirmation of Young1s own practice, a subtle rebuke to 

Pope under guise of speaking to other "authors of the age." 

Pope, of course, defended himself. He took the 

occasion of his new formal verse satires, the Epilog to the 

Satires of Horace, and the Epistles, or "Moral Essays" to 

let the upholders of Young as a model know that he heard 

them, but heeded them not. Perhaps largely because of the 

particularity of his attack in The Dunciad. Pope seems to 

have seen the distinction between himself and the Youngians 

as "general" versus "particular" satire only. 

Three elements in the earliest of his moral epistles 

show Popefs sensitivity to Young1s appeal. Epistle I. to 

Richard Cobham is essentially an argument against the 

generalized approach in satire, which Pope feels simply 

misses the mark. At the same time, he advances his own 

theory of the passions, a conscious variant of Young*s. 

Further, he utilized the Duke of Wharton, Young*s erstwhile 

mentor, as the sole representative of a person dominated by 

the passion for fame, as though pointing out to Young that 

he had overlooked his best example. 

In his Epilog to the imitations of Horace, Dia

logue I, Pope is specific. 
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Come harmless Characters that no one hit, 
Come Henley*s oratory, OsbornTs witI 
The honey dropping from Favoniofs tongue, _ 
The Flow'rs of Bubo, and the flow of Y-—ng!-*' 

(lines 65 ff.) 

Line of the same dialogue reads: 

So—Satire is no more—I feel it die— 

Pope, it may be believed, honestly felt that the 

universal adoption of the Youngian style of satire would 

kill it off; satire must keep its lash and particularity or 

become a dead art. In fact, Pope was largely right, for 

this is just about what happened, as will be seen. 

In the same Epilog. Dialogue II, occurs this passage: 

"Spare then the Person, and expose the Vice. 
P. How Sir! Not damn the Sharper, but the Dice? 

Come on then, Satire, genTral, unconfin*d, 
Spread thy broad Wing, and sowze on all the Kind 
Ye RevTrend Atheists—F. Scandal! name them, Who? 

P. Why that*s the thing you bid me not to do. . . . 

This entire dialogue is a highly pungent answer to 

all the Youngian adherents, as Popefs "adversary" in the 

dialogue seems clearly to represent. 

57The Twickenham edition assigns the "Y ng" only 
to Sir William Yonge, who wrote poor satire on occasion, as 
did "Bubo," Bubb Dodington. It is true that in another line 
the two names are coupled, but this time without disguise. 
But readers were well aware of Young*s intimacy with Doding
ton; and in the next line the words read: "The gracious dew 
of pulpit eloquence," which certainly would have confirmed 
their suspicion that Pope meant to suggest Edward Young at 
least as strongly as Will. It was, I believe, a deliberate 
ambiguity on Pope*s part, but with the hope that Edward 
Young would be most commonly thought of: even the choice of 
spelling ("Y ng" instead of "Y nge") would so indicate. 
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Writing to Gay on December 16, 1731, Pope asserts 

the morality of his position once again: "I am afraid that 

all such Writings and Discourses as Touch no Man, will mend 

no Man" (Correspondence, III, 255). 

Nevertheless, he had not been unaffected by it all. 

Writing to Swift in defense of his Moral Essays, Pope said: 

I have not the courage ... to be such a satirist 
as you, but I would be as much or more, a philoso
pher. You call your satires, libels: I would 
rather call my satires, epistles. They will con
sist more of morality than of wit, and grow graver, 
which you will call duller. I shall leave it to my 
antagonists to be witty, if they can, and content 
myself to be useful, and in the right. 

(Correspondence. Ill, 417) 

Were it not indicated, one might have suspected the above 

to have been written by Young to Pope, instead, echoing as 

it does so strongly the counsels advanced in the Two 

Epistles to Mr. Pope. 

Gilmore's entire dissertation is directed toward 

establishing what happened to the appreciation of satire in 

England between the Restoration and the end of the eight

eenth century. He finds, from a comprehensive analysis of 

data available from every type of written source, that the 

year 172# seems to be the dividing line in the world of 

Augustan satire, although he never attempts to establish the 

reasons for this. Nevertheless, these factors are clearly 

recognizable, he feels: 

. . . particularly after 1723, support of Horace or 
some other mild satirist as the best satiric model 
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often indicated a deep-seated mistrust of potent 
satire; and support of general satire often 
signified a reaction against the poignancy of 
Popefs particular satire. (p. xi) 

After 1728 . . . critical discussions of satiric 
models shifted quite definitely in Horace's favor. 

(p. 21) 

[.There] was a widening split which cut Pope and 
Swift off from the majority which seemed to favor 
a more chastened satire than theirs. . . . After 
1728 ... it assumed proportions which suggested 
a rather widespread revulsion from strong, ambi
tious satire and a withdrawal to its more innoc
uous form. (p. 190) 

. . . the tendency to select Horace because of his 
satirical moderation, a tendency which had not 
fully developed before 1728, made great headway 
thereafter. (p. 173) 

The emerging pattern is clear: Swift and Pope— 
the harsh satirists—were opposed to Horace, Young, 
and others--the mild satirists; and the current 
was running against Pope and Swift. (p. 185) 

Gilmore misses the significance of Young*s work in this 

dramatic shift, because for some unaccountable reason he 

does not believe Young espoused the Horatian point of view 

until long after 1728 (pp. 398-399). Had he read Young 

more closely, he would have found the rest of the answer he 

sought, by seeing the clear lines of battle established in 

1728 between the two brilliantly popular and dashingly 

opposed satirical works, The Dunciad and The Universal 

Passion. 

A number of important factors, predisposing causes, 

were at work in this transformation of satirical apprecia

tion, a few of which may be briefly touched upon. As 
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Gilmore correctly indicates (p. 349), "sentimentality," with 

its sources at least partly in Christianity, had much to do 

with the change. Wilkinson notes: 

It is perhaps significant that a religious sect 
such as the Methodists, who held to salvation by 
faith alone, had no use for satire. The belief 
that it was possible for the individual to improve 
his own character by his own efforts gave the 
satirist a purpose in writing. (pp. 103-104) 

However, at work at the same time, and gathering 

increasing strength throughout the century, was the belief 

which started in Benevolism and evolved within Romanticism, 

that man was essentially good and natively virtuous. Such 

an acceptance must eventually undermine Juvenalian and 

pessimistic satire entirely, leaving only the blander form. 

Another contributing factor to the change in satire 

was the demolition of the Shaftesburian position of "ridi

cule as a test of Truth." This was accomplished by John 

Brownfs Essays on the Characteristics in 1751. Brown says 

of that proposition that "it would be full as wise to make 

Fear the Test of Danger, and Anger the Test of Injury" 

(p. 94). An age ready to believe that ridicule was cer

tainly improper manners and probably unchristian now had its 

philosophical justification. Ridicule had been, in both the 

popular mind and the artists* mind, the nearest essence of 

satire. Pope had said: 

Yes, I am proud; I must be proud to see 
Men not afraid of God, afraid of me; 
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Safe from the Bar, the Pulpit, and the Throne, 
Yet touchfd and sham'd by Ridicule alone. 
0 sacred Weapon! left for Truth's defence. 
Sole dread of Folly, Vice, and Insolence.5° 

It was not long until a further degradation of 

satire was reached: Not only was it unlikely to produce 

the Truth; verse satire was not even poetry. This was 

essentially WartonTs position in his Essay on the Genius 

and Writings of Pope (1756), which, as noted, was dedicated 

to Young, still alive at the time. Warton says in the 

Dedication: 

QPope'sJ epistles on the Characters of men and 
women and your sprightly satires, my good friend, 
are more frequently perused and quoted than 
L*allegro and II Penseroso of Milton. Had you 
written only these satires, you would indeed have 
gained the title of a man of wit, and a man of 
sense; but I am confident, would not insist on 
being denominated a poet, merely on their account 
. . . Horace has taken particular and repeated pains 
to settle and adjust the opinion in question. He 
has more than once disclaimed all right and title 
to the name of Poet, on the score of his ethic and 
satiric pieces. (pp. vi-vii) 

In the last sentence of Volume I of his essay, 

Warton concludes: "For Wit and Satire are transitory and 

perishable, but Nature and Passion are eternal" (p. 344). 

It was a kind of death knell. Leedy remarks: 

Warton helped materially ... to establish a 
dichotomy between what he called the "man of sense" 
and the "true poet." Consciously or otherwise, he 
was helping to establish the fundamental cleavage 

^Dialogue II of his Epilog to the imitations of 
Horace, lines 203 ff. 
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between classicism and romanticism as they worked 
themselves out in the eighteenth and nineteenth 
centuries.59 

As Humphreys notes of the closing decades of the 

eighteenth century, "... the intellectual climate becomes 

milder and sunnier; literature glows with moral sentiment; 

the sharpness of satire and the chill of sovereign reason 

yield before the claims of feeling" (p. 199). By the nine

teenth century, satire was hardly recognizable for what it 

had been. Ruffhead, in praising Young*s satires over Pope's, 

lauds them for their morality and their tenderness (pp. 222-

224). What is significant here, of course, is that Young 

had weaved into his work enough of the tastes of the coming 

age that he could still be read and praised when Pope could 

not. 

Churchill makes a clear division: 

The Augustan age was pre-eminently the age of the 
town, satire on public affairs being perhaps the 
most .typical literature; now in the Tforties begins 
the age of private meditation, not on contemporary 
man and society but on the universal themes of life 
and death.°0 

The adumbrations of this clear change we have seen 

strongly marked in Young's "Moral Elegy," a major structural 

segment of his satires. It was this predictive sense for 

59paul F. Leedy, "Genres Criticism and the Signi
ficance of Warton*s Essay on Pope," Journal of English and 
Germanic Philology. XLV (1946), 145. 

^R. C. Churchill, English Literature of the 
Eighteenth Century (London,~195JT7~W'~~^^» 
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nascent shifts in taste which must have inclined him to the 

production of his Night Thoughts in the early 1740*s. Like

wise, after his two Epistles to Pope in the Dunciad war, 

Young never picked up his satiric pen again; he knew that a 

literary mode had ended, or was ending. 

A great many forces were at work steadily under
mining and enervating English verse satire. . . . 
The rise of an extremely articulate school of 
doubting Thomases who wrote innumerable verse and 
prose essays demonstrating the social inefficacy 
of satire; the vigorous but wholly justifiable 
antipathy of the Quakers and Methodists to Satire; 
the multiple new tendencies now grouped together 
as Romanticism, the general and powerful opposition 
of the journals to satire. . . . (Randolph, p. 55) 

In the middle of the century was written what Ian 

Jack praises as one of the most successful formal verse 

satires ever written—Samuel Johnson's Vanity of Human 

Wishes. Like much of the best of Johnson, it looked both 

ways in literary time. But as a verse satire, it was much 

more akin to Young than to Pope, in spirit, tone, and 

morality. Johnson it was who invented the fable of Satire's 

birth: "Wit, cohabiting with Malice, had a son named 

Satyr.He would not even allow them to be legally 

married; it is probable that he was just as happy to see 

the Augustan satire die out. 

In a nineteenth Century Essay. George Meredith 

called the satirist "a social scavenger, working on a 

^Rambler #22, June 2, 1750. 
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storage of bile."^2 This remark echoes down a long history 

of satiric criticism, and was born when the first English 

satire was born, probably. It takes into account, however, 

only one major satiric mode. Young*s satires could never 

be attributed to a temperament of "bile." 

Perhaps what Young accomplished in The Universal 

Passion was the writing of a satire for people who did not 

like satire; for people who only wanted good manners, high 

moralizations, and pleasant banter when they read. Pope was 

essentially the prophet when he wrote that "Satire is no 

more—I feel it die."^ Young had signalled, if not its 

death, at least its invalidism, producing a work that served 

as focus for all the sentiments and convictions gathering to 

force the decline of satire. The decline, despite such 

writers as Churchill and Byron, was a long one. The stages 

of decay were, first, the discrediting of the Dryden-Pope 

type of satire; then, with Warton and later critics, the 

denial to satire of any rank as poetry. It all took place, 

essentially, in a period of some thirty years—between 1725, 

when the first of Young1s satires appeared, and 1756, when 

Warton commenced the publication of his Essay on Pope. 

62George Meredith, An Essay on Comedy and the Uses 
of the Comic Spirit, ed. Lane Cooper (New York, 1918), 
p. 136. 

^Dialogue Epilog to HoraceTs satires, line S3. 



CHAPTER V 

SUMMARY 

The seven satires written by Edward Young between 

1725 and 1728 pose a number of problems to students in the 

field of satire, because they have been largely neglected 

by the overwhelming majority of scholars, who have come to 

treat Young principally as the author of Night Thoughts, 

a work much later in the authorfs career. Yet these 

satires, entitled Love of Fame. The Universal Passion. 

were responsible for securing Young*s initial literary 

prominence in his age, and fixing for him then a reputation 

as a verse satirist second only to Pope. Further, a number 

of contemporary comments indicate that these satires may 

have exerted no little influence, literarily, in the period 

of their great popularity. 

It was with the intent of discovering what, if any, 

real literary merit and influence could be claimed for these 

satires that the present study was undertaken. Materials 

for such a study do not abound. In the two-and-a-half 

centuries since Young composed his satires, only one major 

scholarly work has been published dealing with The Universal 

Passion in real depth, an untranslated work in French by 

Walter Thomas, Le Poete Edward Young (Paris, 1901). Other 

published studies are few, and many of these are unreliable 

224 
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and superficial. An unpublished dissertation by Charles 

Edward Frank, done at Princeton in 1939, is the only serious 

and scholarly work on Young*s satires done in English. It 

was possible in the present study, then, to attempt breaking 

fresh ground in Young scholarship. 

In the first chapter was discussed the biographical 

dimension of the satires. 

Young, born in 16S3, led a relatively obscure 

student life, which took him through Oxford and a law degree 

by 1719# He never practiced law, seeming to have no speci

fic career in mind until middle age. He lived upon his 

fellowship at All Souls, and became close friends with a 

number of minor Oxford luminaries. Among these was one 

George Bubb Dodington, who became instrumental in Young*s 

later life as a patron. Young was aiming at preferment, as 

were most of his fellows and friends, though through no 

clearly defined avenue. 

He began writing for publication about 1712. One 

of his closest friends was Thomas Tickell, the minor poet, 

who managed to assure for Young entry into the circle sur

rounding Addison. Young was influenced by the person and 

philosophy of Addison to a profound degree, and through 

Addison*s ministrations managed to achieve further publica

tion. His writings, nearly all of which had a strongly 

religious tone, were regularly prefaced by elaborate 
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dedications, standard procedure for aspiring authors seeking 

patrons. 

His first seeming success at gaining patronage was 

the young Philip, Duke of Wharton, who made large promises 

to Young, encouraged him to enter politics (an unsuccessful 

venture), and then left Young to sue for collecting on the 

promises and to recover from the association after the Duke 

left England and became a traitor. This unfortunate 

alliance was first promoted by long-standing friendships 

between the duke's father and Young's father, and Addison's 

friendship with the Whartons. 

A more fortunate alliance was Young's life-long 

friendship with Alexander Pope, who apparently encouraged 

Young to continue his writing in the dramatic vein. This 

became a relatively successful genre for him. 

After the Wharton alliance, Young decided to enter 

the clergy, for both prudential and idealistic reasons. 

Thomas Tickell tried to aid him in seeking clerical prefer

ment in Ireland (Tickell being secretary to the Lord Lieu

tenant of Ireland), but this venture failed. By 1725 

Wharton had shown his capacity for degradation, Young had 

achieved only minor (though respectable) literary success, 

Tickell had failed to elicit aid in gaining Young's prefer

ment, Young had not even a small benefice to act as pastor 

to, and he found himself squarely into middle age with no 

"prospects" whatever. 
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For perhaps many reasons, including the above, the 

writer turned for the first time to a poetic mode we have 

no record of his attempting earlier: satire. Over the next 

four years (1725-172S) he published seven satirical verse 

pieces, entitled The Universal Passion. (In the 172$ col

lected edition he added Love of Fame to the title.) They 

were immediately successful, in terms of both public recep

tion and financial reward. Part of the latter was a pension 

given Young by Walpole, then Prime Minister. The pension, 

the only one Walpole ever gave to a writer, secured both 

financial stability and a certain political onus for Young, 

since Walpole was hardly the idol of London*s intellectual 

class. Young's native wit and charm, however, seem to have 

allowed him to survive this political enmity, and he emerged 

rather s.oon as one of the most respected of the Augustan 

writers, a member of the literate Inner Circle by any 

standards, and generally noted as a satirist to be emulated. 

It was not until 1730 that Young finally received a 

clerical living, a gift (perhaps instigated through courtly 

circles) of the post at Welwyn, a London suburb. He was 

never advanced higher in clerical preferment, and spent the 

rest of his rather uneventful life in that village, fulfill

ing faithfully and well the physical and spiritual duties 

of his office. His only wife, whom he married a year after 

he received the living, died nine years after their marriage, 
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leaving one son. Two years after her death, Young commenced 

writing his enormously popular Night Thoughts. 

When he died at eighty-two, he ordered all his 

writings burnt. Among the burnt writings were unquestion

ably letters from the most famous of the century1s writers, 

as well as, perhaps, original works of his own. He had been 

a friend of Pope, Swift, Richardson, Tickell, Lady Mary 

Wortley Montagu, Dodington, Sir Spencer Compton, and many 

others. He had outlived nearly all of them, and his funeral 

was attended by no one of note. 

Among his contemporaries, it seems that only Swift 

.judged his satires harshly, but even he would not deny Young 

rank as one of the leading writers of the day. Other 

writers of stature seem to have accorded Young his position 

without question. This position was achieved, it must be 

remembered, long ahead of his Night Thoughts, for which 

Young is chiefly remembered today, and was secured primarily 

by The Universal Passion, which has been all but forgotten. 

The satires, nearly every one of which was dedicated 

to a separate hoped-for patron, secured for Young a produc

tive group of interested patrons, and probably left him 

financially secure for the rest of his life. Yet there 

seem to have been certain penalties attached to this pro

duction also. Young was clearly among the most talented 

clergy of his day, and yet never received preferment; he 
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was, indeed, an unconscionably long time in gaining even his 

first living (which came five years after he was ordained). 

The.reputation as a satirist, which was essentially his 

life-long reputation, may have seriously hindered his ad

vancement; Swift was sure that it had prevented his own 

rising. Further, a number of passages in the satires were 

hardly complimentary to the court. Young received, it is 

true, some small notice from the court in his career, but 

never enough to secure a deanery, much less a bishopric. 

What meagre courtly preferment there was seems to have been 

only grudgingly given. Young had friends at court of long 

standing, among the KingTs most valued counselors, but as a 

satirist he seems to have estranged the Crowns themselves. 

The satires were not, it must be fairly noted, the 

product of a momentary pique in Young*s temperament. 

Support can be drawn from later writings, especially his 

sermon, A Vindication of Providence, to show that the world 

view reflected within the satires was permanent for Young, 

who seems to have weathered disappointment and disillusion 

in the world and in himself with a profound and weary, 

albeit skeptical, grace. Had the world view been only 

momentary, the weighty success attending the. satires1 pub

lication should have altered considerably the tenor of 

Young*s bias, but it seems not to have been so altered. We 

may conclude that Young*s artistic integrity seems not to 

have been superficial. 
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In the second chapter an attempt was made to dis

cover the extent of, and reasons for, the popularity of the 

satires. Cumulative evidence suggests plainly that the work 

was immensely popular both initially and over an extended 

period of time. It was reprinted often in England, pirated 

frequently in Dublin. Frank, in tracing the publishing 

history, offers with some weight of evidence the opinion 

that Young intended originally to write only two satires, 

but the popularity was such that he felt compelled to add 

the others. 

The publishing history reveals that the satires 

were in print continuously for nearly forty years (1725-

1763) as a separate work, and after that were printed in 

editions of the Night Thoughts for many decades. There is 

no evidence whatever that the appearance of Popefs satires 

in any way decreased the demand for Young*s. 

Issued separately during 1725-1727, the satires were 

collected and revised by Young in 1723, which edition may 

now be accepted as authoritative, as Frank seems to have 

established clearly. Only much later, for the collected 

Works of 1757, did Young bother with further revision of 

the satires, and the later revision is inferior on several 

counts. Young, who had no hesitation in suppressing earlier 

works if he judged them harshly, was apparently satisfied 

with his satires after the 1723 revision. 
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Worthwhile criticism of the satires as they were 

received in Young's day is hard to come by, and for the most 

part must be gathered indirectly. 

Occasional puffs, probably engineered, appeared in 

the first year of publication, in the Plain Dealer. More 

meaningful, undoubtedly, were the recurrent imitations of 

Young's satires, sometimes openly acknowledged and other 

times not. He was also burlesqued on occasion, but notably 

in high company among those so treated. 

Rather early appeared a minor but constant criticism 

of the satires, from anonymous articles in the Craftsman to 

open works of Swift, which attacked the seemingly excessive 

panegyrics in The Universal Passion. This element, obvious 

to the most casual reader, seems likely, however, to have 

served an artistic function, a possibility explored in 

Chapter III. The most bothersome panegyric to the literati 

of the time was, of course, that dealing with Walpole in 

the seventh satire. 

Mentions in journals and other writings seem to 

indicate that Young had been thought of, previous to The 

Universal Passion, as a minor but noted writer, primarily 

of tragedies. Afterwards he was considered a major writer, 

and primarily a satirist. In various writings his name was 

linked with Pope, Swift, Arbuthnot, Gay, and was recognized 

as part of this circle by these same writers. The satires, 
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one must conclude, fully solidified Young's literary reputa

tion which had been slowly establishing itself during the 

previous decade. 

Among the general public, rather than among the 

Augustan writers themselves, The Universal Passion seems to 

have become more than a piece of entertaining literature; 

it assumed something of the flavor of a handbook on contem

porary morality and a guide to moral instruction. Oddly, 

perhaps, it was popular and often quoted even among women, 

who are rather seriously scored in two of the satires. As 

late as 1763, it could still be publicly referred to as a 

work which was in everybody's hands and "generally admired." 

It seems soon to have attained, and long maintained, a 

status among the general reading public as a standard work. 

The thought of the satires being a sort of moral handbook 

among the populace must have pleased Young, who in his 

Preface to the 172# edition urged his readers that "if they 

like not the fashion, let them take them by the weight; for 

some weight they have, or the author has failed of his aim" 

(p. iii). 

An unsolved, and perhaps insoluble, problem is 

offered by Young's assertion, in the Preface referred to 

above, that his satires were favorably received "abroad." 

No mention of them can be discovered in literary notes of 

the countries most familiar with English letters—France and 
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Germany—although both of these took strong note of, and 

were strongly influenced literarily by, his Night Thoughts. 

If Young meant primarily, by his comment, the reception in 

Ireland, he was more than justified by the extent of the 

piracies of his satires whidh appeared in that country. 

Chief among the reasons for the solid artd long 

popularity of the satires must hav£ been the accuracy with 

which they mirrored the world which Young saw. Writers and 

critics from Young*s day to our own (Ruffhead to Boyce) have 

remarked upon the variety and scope of Augustan society 

represented in the satires. The fact that the popularity 

endured through essentially two generations attests to 

Young*s ability to treat more than merely topical elements 

of his day, and see through to the more permanent foibles 

and follies of eighteenth century society. 

A measure of the relative permanence of these 

elements may be judged from a reading of John Brown*s An 

Estimate of the Manners and Principles of the Times, pub

lished some thirty years after Young*s satires. This work 

reads, in great part, like a prose version of The Universal 

Passion. 

Among these more permanent topics, Young treats at 

some length in The Universal Passion such matters as the 

decay of true wit; the dying out of the informed patron; 

the decay of taste; the rising of the superficial critics; 
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the acquisition of superficial knowledge and the increase of 

superficial scholarship; the prominence of the collector (of 

.books, mansions, butterflies or ob.jets d*art). Also treated 

are the deterioration of theological controversy into 

forensic fads, or self-conscious skepticism and controver-

sialism for its own sake; the assumption by women of the 

role of wit, with its attendant debasing of the status and 

conduct of that sex; the general increase of grossness, 

gossip, and obscenity in formerly decent parlor converse. 

A trend which was portrayed by Young (and subsequent writers 

also) was the effeminization of the male sex at the same 

time that the female was assuming more of the aspects of 

masculine conduct (in dress, language, and activity). Like

wise, he depicted the general increase in the pursuit of 

pleasure to a nearly frenetic state, seen as symptomatic of 

the deterioration in values among the supposed leading 

elements of society. 

The increase in gambling, and the assiduousness with 

which it was undertaken by the female portion of society, 

was attendant upon this pursuit of play and pastime. This 

phenomenon began before Young*s time, and of course out

lasted him. Young reserves his most nearly invective 

moments, as well as some of his most effective poetry, for 

the excoriation of this activity. 

Young is not, however, devoid of topicality although 
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the bulk of The Universal Passion is non-topical. He treats 

such items as the South Seas bubble; contemporary figures 

such as Lintot, the publisher; contemporary fads such as 

tulip growing or mansion building; the relatively new 

phenomenon of party-line politics; and various figures and 

concerns of that new and potent institution, the coffee 

house. 

As a mirror of their times, the satires are care

fully and accurately wrought, containing a remarkably broad, 

but still selective, panorama of the leisured Augustan world. 

The third chapter was concerned with a survey of the 

posthumous reputation of Young*s satires along with a 

defense of certain aspects of his artistry therein. 

After Young*s death (1765), and until the opening 

of the twentieth century, a more or less clearly defined 

period in critical estimates of the satires can be seen. 

With the publication of Thomas* work and to the present day, 

another definable period emerges. Both are, of course, 

different from the period of the satires* greatest popular

ity, i.e., during Young*s lifetime. 

Young died shortly after the last issuance ever of 

the satires in separate publication. During his more public 

literary life he had been considered primarily a satirist 

who also wrote Night Thoughts. Posthumously, he became 

rather quickly the author of Night Thoughts who also once 
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wrote satire. There came a day much later when Night 

Thoughts was largely unread and the satires unmentioned. 

Some perceptible change in tastes, of course, have 

often been marked in the eighteenth century. The brilliancy 

of wit and sparkle which in Young's lifetime had caught the 

fancy of the reading public began to pall in later apprecia

tion. William Duff and Owen Ruffhead were among Young's 

later advocates, but even the latter.noted a certain dis

tracting quality in Young's wit. Samuel Johnson accused 

Young in nearly so many wbrds of superficiality, though 

praising him, too, for a "great performance." Goldsmith 

noted a decline in the satires' popularity, due partly, he 

felt, to the too-abundant "wit." Joseph Warton praised 

Young for wit, but more for his common sense and urbanity. 

By the opening of the nineteenth century there came to be 

more and more a defensive air among the writers approving 

the satires; more common was an initial damning critique 

followed by somewhat orthodox words of praise, basically an 

exaggeration of the Johnson stance. 

By the second decade of the nineteenth century, 

commentators felt free to condemn the satires completely, 

mainly on grounds of their being a superficial piece of 

glitter. More and more the critiques read as a new ortho

doxy, with apparently fewer and fewer bothering to read the 

satires for themselves. By George Eliot's day, it was 
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perfectly acceptable to ridicule Young both personally and 

artistically (who in his lifetime had been venerated as few 

authors had ever been). This ridicule, often commencing 

with Night Thoughts, invariably spread to cover The Univer

sal Passion as well. Essentially what were being voiced 

ad nauseam were the negative aspects of Samuel Johnson1s 

evaluation, which had become ready-made critical cliches. 

In 1&57 Young became the target for his most for

midable critic since Johnson, George Eliot. Her diatribe 

against everything Young wrote met an audience already 

conditioned to believe the worst about him. Eliot was only 

the most notable, however, among the critics who failed 

utterly to understand the nature of the satire Young was 

writing. Edmund Gosse, ending the century, said merely 

that Young*s satires were best forgotten entirely. The 

nadir of the critical cycle had been reached. 

The work by Thomas, appearing in 1901, augured the 

new age of Young criticism, presenting a searching and pro

vocative exploration of Young*s achievement. Courthope and 

Saintsbury soon found praise possible for the satires. By 

the 1920*s, Havens, Walker and Irving were seriously reading 

the satires and finding them good. It is to be noted, of 

course, that the old orthodoxy had not by any means dis

appeared, even among those who found it possible to speak 

well of The Universal Passion; but clearly a new and more 

just balance was being reached. 
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An occasional critic—such as Bailey or Bowen—of 

the modern era overcorrects, it seems, for a century of 

abuse accorded Young, by finding in the satires values which 

cannot justly be claimed for them. But massive ignorance 

of the satires exists still among those who profess to write 

critically of them—i.e., Stephen, Kunitz, the Cambridge 

History. More just criticism is to be found in Dobree. 

The negative comments, now more tempered with dis-

passion among a number of scholars, reflect a certain 

uniformity of viewpoint. The satires are faulted, mainly, 

for over-abundance of "wit," an ambiguous term, which is 

never defined by those who attack it; for faulty versifica

tion; for superficiality; for poor structure; and for 

superfluous panegyrics. 

Against the accusation of plenteous "wit" no defense 

can be offered. The wit, however, seems well used, "Augus

tan" in its best sense, and only rarely contorted. A 

variety of examples, typical of the work, were cited in 

support of this assertion. But the Romantic-and-later 

revulsion against wit, which saw it as essentially something 

"contrived," remains in the stream of current critical 

feeling. 

Johnson, who called Young*s satiric verse "often 

rugged" may have commenced the tradition that the satires 

were laden with faulty verse. Ruffhead, however, at the 



same time was calling Young*s versification second only to 

Pope's. Among the more persevering comments was that the 

rhymes were often inexact, or even uncouth. Unnoted by 

practically all commentators until Thomas was that Young's 

diction was conservative, and he all too often preserved a 

rhyme which a few decades later would not hold, especially 

in the "ea" diphthong. Significantly, he was never in his 

lifetime scored for imperfect rhymes; but the diction was 

changing all the time, and left his conservative ear behind 

not too long after his death. 

The criticisms of his meter as "rough" most often 

seem advanced by commentators unfamiliar with the tradition 

of classical verse satire, either in the Latin or adopted 

English modes. Young was, it seems, abundantly versed in 

this tradition, and as Mary Claire Randolph believes, was 

one of the extremely few English writers who ever wrote 

original classical verse satires. In these, of course, 

after Persius, Horace, Juvenal, and others, a certain 

ruggedness of meter was not only tolerated but desirable. 

Young was clearly not aiming at a lyric line, although his 

meter is ordinarily very smooth. 

Evidence enough of a sure and sometimes startling 

control of imagery was offered. Young's imagery is, true 

to his time, not subtle or ironic; but it is highly effec

tive, and in the sections of his satire which I have chosen 
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to call his "Moral Elegy to the True Life," it is often 

beautiful as well. 

It would appear that the satires have not, even by 

Thomas, been closely enough examined in terms of structure. 

Unified around a central theme, the "passion" which was 

Love of Fame, they were nearly unique among classical 

satires in even that degree of unity. Admittedly, the 

manner in which the satires were published originally fos

tered a certain laxity of structure, but this was to be 

expected in classical satire. Randolph has shown, to 

scholarly satisfaction, that Young's satires embodied the 

classical elements with a degree of coherence not heretofore 

found. 

However, even closer analysis reveals a structural 

unity unnoted by scholars, operating upon levels almost 

profound in nature: first, through all seven satires there 

is a clear contrast of the Good Life and True People versus 

the False Life and False People, this operating within a 

relatively straightforward rhetorical shape. Second, 

recognition of this contrast allows the discovery that the 

supposedly excessive panegyrical elements fulfill an essen

tially artistic function: the individuals lauded are 

clearly and continually set in direct opposition to charac

ters in the satires who belong to the False Life, and are 

False People with qualities directly polar to the individuals 
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praised. Young never points up this contrast in so many 

words; he simply presents first one light, then the other. 

Another structural element, which I called the 

"Moral Elegy to the True Life," pervades the entire set of 

satires, and seems to represent a permanent dimension of 

Young*s world view. It treats of the vanity of life and of 

wisdom, of the futility of struggling for pleasure, of the 

impotence of gold, of the ubiquitousness of death, of the 

despair of ever holding truth or real happiness for more 

than a glancing moment. Posed as answers to this vanity 

Young offers only the return to nature, or death. 

The dramatic contrast between the two worlds and 

ways of life portrayed do, indeed, generate an artistic 

tension throughout the work which must finally confute 

Samuel Johnson^s assertion that Young played "only upon 

the surface of life" in his satires. 

Thus, not only are the satires structurally a decent 
* 

example of classical verse satire, but they are further 

unified in dimensions much deeper than had been achieved 

in that mode. 

On other artistic grounds, one must concede that 

these satires are not the work of genius, but that they are 

highly competent, enjoyable, often skilful, always just, 

and that they have been shortsightedly denigrated. 

The fourth chapter comprised an attempt to estimate 
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the place and influence of The Universal Passion in the 

course of English satire. 

Young himself felt his efforts to be novel, thinking 

them the first truly thematically unified satires in 

English. An examination of two traditions in verse satire 

and "Characters" is able to cast considerable doubt upon 

this claim for novelty. Other more important distinctions 

for Youngfs work do emerge, however. 

Formal or classical English satire, which was 

Young*s basic tradition began in Elizabethan times, and had 

a certain counterpart in the native "vituperative" form. 

Spenser was among the first to use the five-beat metric for 

satirical verse, and Joseph Hall made the lines topical in 

nature, but the pervasive native influence decreed the 

maintenance of a rugged meter and a certain cacophony (some

times defended as being true to the Roman origins). It was 

a various art, but two major divisions appeared rather early 

between the didactic and general type of satire, and the 

personal, particular, or lampooning type. In the seven

teenth century, the internal warfares decreed the dominance 

of the particularizing satire, and the milder form more or 

less disappeared for some time, driven out by the vitupera

tive, which was more politically useful. 

As the wars abated, a new advance of the more formal 

type of satire became possible, under Oldham, Dryden, and 
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others. Boileau, popular in England, became a satiric 

model. The result was an increasingly moderate, clear, 

"refined" satire. Yet still in the background, and close 

beneath the surface, flowed the old, rough, brash native 

English variety, exemplified by Butlerfs Hudibras. 

Dryden consciously sought to re-establish the formal 

tradition in theory (if not in practice), and produced at 

least a genuine advance in Absalom and Achitophel, which to 

a great degree included elements of "characteristical 

satire" within it and was the highest point reached by 

English satire to that time. (Randolph believes that 

despite Dryden*s theoretical strictures, he never wrote a 

formal verse satire and that Pope and Young were the only 

writers of note who ever did.) Drydenfs work began also the 

tradition of the mock-heroic so splendidly culminated in 

Popets Rape of the Lock. Within the wide stream of English 

satire, however, the current of the lampoon never seems to 

have dissipated much, and it was in fact brought to its 

strongest point, after Hudibras. in The Dunciad. 

The year 1723 marked the publication of determina

tive examples of two divergent traditions in rhymed satire: 

PopeTs Dunciad and Young*s Love of Fame. 

Young, in writing a formal verse satire utilizing 

the tradition of Characters, thought he had made a new 

wedding. The prose Character, closely allied to the comedy 
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of humours in genesis and practice, was seen early to have 

High and Low, as well as Middle representatives. Few were 

the attempts to unify a series of Characters around a cen

tral theme, although there were in fact such attempts. 

Closer in tradition to Young were the verse Characters, 

commencing almost as early as the prose form. Skelton and 

Spenser, of course, practiced this form, but never in a 

"collection of characters." Later, Milton, Flecknoe, Durfey 

and Tate wrote verse Characters. 

The attempt to unify verse Characters around a 

central theme was never quite successfully achieved until 

1693 by an anonymous writer in a work on the power of money, 

Pecunia Obediunt Omnia. This was an early attempt at 

establishing a "universal passion" for artistic purposes. 

There were other attempts at thematic unity, such as a 

study of Characters frequenting a Coffee House (1665). 

Neither in prose nor verse was Young*s the first attempt at 

thematically unified Characters. 

Somewhat before Young*s work appeared la Bruyere*s 

Caracteres. The work influenced Addison and Steele, and 

through them (as well as directly), Young also. La Bruyere 

was concerned with the mending of manners, and he wrote of 

his concerns in a broad, humane, and witty style. In the 

Preface to his 172# edition of the satires, Young gives 

passing tribute to all the major mentors in his art (Horace, 
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Boileau, etc.) but oddly neglects to mention la Bruyere, who 

seems indeed to have contributed more to the style and 

content of The Universal Passion than any of those he named. 

Manners had become a vital concern to Young*s age, 

primarily for reasons of civil order. Civilized behavior 

and refinement were of more than passing importance. The . 

current philosophy of human behavior then often held (as 

represented by John Brown's Estimate) that manners, or 

habits, were prior to principles. Addison became perhaps 

the outstanding champion of moral practice, or manners in 

the deepest sense, as a means to the reform of human nature. 

The results of AddisonTs (and Steele's) efforts in achieving 

a real degree of reformation, in practice at least, was 

apparently so great as to be difficult for us to appreciate 

at this distance. 

Proper manners were also to be evidenced in litera

ture. The argument, of course, inevitably involved satire, 

whose manners and refinement were often severely questioned, 

and not only in Augustan times. The argument concerning 

what constituted "proper" satire came to focus upon repre

sentatives of two opposing types: The Universal Passion 

and The Dunciad. 

The historical tradition in satire which Pope's work 

represented was, of course, the older native strain. The 

first apologists for satire in England (such as Joseph Hall) 

relished the bite and scurrility inherent in personal and 
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vituperative satire. Dryden, though he knew the more polite 

school, showed his preference strongly for the flavor of 

lampoon, though he raised the art to an Olympian height. 

There had been, indeed, since Renaissance times, a gentler 

and more polite satire, which the seventeenth century had 

largely forgotten. 

Part of the "rugged" tradition maintained that the 

personalizing type of satire was, as Swift believed, a 

third court for the punishment of offenders who managed to 

escape the Crown or the Church. Shaftesbury even came to 

advance the argument that ridicule could be a genuine test 

of the "truth" of a person or idea, as well as being a 

social "safety valve" for the near-harmless expulsion of 

accumulated discontents felt in regard to persons or 

society. 

From its earliest English day onward, satire had 

never been without the strong connotation of invective, the 

"poetry of attack" as Ian Jack calls it. Also from that 

first day it had its enemies, its mitigators, and those who 

pleaded that there be a satire with a softer voice. 

Shortly before Young wrote, the lampoon had degener

ated rather widely to the pure libel, with no person of note 

sacred to its scurrility. Satire was coming to have the 

reputation of being simply the "art of the ill-natured." 

Thus, when Addison, in several issues of his 

Spectator, raised the banner for a more dignified and 
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mannerly form of satire, he had a wide audience to chorus 

the amen. He himself resolved (and held fast the resolu

tion) never to satirize what he felt to be incorrigible, 

but only those aspects of human character amenable to im

provement. Young, early and fast disciple of Addison and 

Addisonian philosophy, never forgot the lessons of his 

master. Following Addison, he imbued his satire always 

with basic good humor and wide benevolence, kept his work 

utterly free of obscenity and scurrilousness, and produced 

in The Universal Passion a truly well-mannered satire. 

Young*s satires were, it seems, so opportune in 

timing and so near to approximating the ideal of the "new" 

(i.e., well-mannered, benevolent) satire that they came 

rather quickly to represent that ideal in critical and 

public consciousness. 

Though hardly original in his satiric position, yet 

Young displayed a certain artistic independence in dis

regarding the Dryden-Pope mainstream in favor of the more 

gentle currents flowing intermittently since the Renais

sance and lately refreshed by French sources (Boileau, la 

Bruyere). Young*s Preface is an admirable presentation of 

his theory and sources in satire, and the satires themselves 

are among the few works which do, indeed, follow an artist*s 

expressed theories in nearly every detail. His "good 

natur*d" satires, appearing in the collected version in the 
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same year as The Dunciad (1723), were immediately contrasted 

in the public mind with PopeTs rather less benevolent 

artistry. 

Some further estimate of Young* s artistic integrity 

may be gathered from his remarks concerning satire some 

thirty years later in his Conjectures on Original Composi

tion (1759). He was still able to relish Popefs brand of 

the art, but recognized that what the public demanded was a 

milder, kindlier thing, a compound (as he felt) of Horace 

and Boileau, with the charity of Addison. 

Young*s work did indeed suit the taste of the more 

"benevolent" age, and seems to have represented effectively 

the satiric consensus. His nearest equivalent, and perhaps 

a source of stylistic elements, was the Frenchman, Boileau. 

Young was stylistically at least somewhat indebted 

to Boileau; for content he seems, as Thomas establishes, 

heavily indebted to la Bruyere; the Caracteres furnished a 

host of vignettes, topics, and types which enrich the 

satires throughout. But for both philosophy and content 

he was the debtor of Addison above all. He did, it appears, 

achieve the application in verse of what Addison (and Steele) 

had aimed for in prose. This involved not only Characters, 

ideals, and style, but the expression of a moral philosophy 

which, in fact, may be said to be the essence of The 

Universal Passion as it was of the Spectator. 
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At least thirty direct borrowings from the Tatler 

and Spectator can be shown, in addition to a greater number 

of allusions and indirect borrowings. Thomas asserts that 

The Universal Passion was primarily a versification of the 

mood, morals and mode of Addison1s thought, which was 

already a proven and potent influence. 

The relationship between Young and Pope, which began 

in personal friendship, eventuated also in one of literary 

influence; and it was Young, it seems, whose influence was 

the greater. It was not until after Young*s work that Pope 

wrote "characteristical" satire. Further, after Young, 

Popefs satires were primarily formal verse satires, and 

before The Universal Passion he wrote none. Joseph Warton, 

however he admired Pope*s originality, began the "scouting" 

of lines which Pope borrowed from Young. He was not alone 

in making such a search; it seemed to have been publicly 

recognized that Pope*s tone was altered significantly 

toward that of Young. 

Again, while Young certainly did not invent the 

theory of "ruling passions," Pope never experimented with 

this theory in verse until after Young's popular work. 

Popefs utilization of what became a contemporary "psychol

ogy" was unquestionably an advance over Young1s—more 

sophisticated, more analytical, more realistic, if that 

word may be used. Nevertheless, Pope was the debtor in time 
t 

in such poetic explorations. The first Pope work which 



250 

utilized this psychology (Epistle to a Lady) was rather 

quickly recognized among readers as indebted to the work of 

Young. Pope refined the concept, as might have been ex

pected; rather than restricting the motivation of his 

characters to a single passion, he postulated a number of 

ruling passions (among which "Love of Fame" was only one) 

and achieved thereby a far greater "realism" than Young 

effected, if for no other reason than the diversity of 

temperament and theme allowed thereby. Young actually seems 

to have held to something more like the Popeian "psychology" 

if we may judge from his later work, the sermon A Vindica

tion of Providence. The "unitary" view of human motivation 

seems to have been an article of artistic, rather than 

human, faith to Young. 

However he may have felt the strength of Youngfs 

position with regard to "proper" satire, Pope maintained 

his own. In the controversy which gathered head after 1728, 

Pope received significant support from Young in the latter*s 

Two Epistles to Mr. Pope (1730). The support was artistic, 

however, and not philosophical; Young seemed as clearly 

aware of the superior moral position of his own works as he 

was of the superior artistry of Popefs. And in the long 

battle over the nature of "proper" satire, Young*s inter

pretation was coming clearly into the ascendancy. Pope 

could say, in his Epilog to the imitations of Horace, 

"Satire is no more—I feel it die." Pope clearly felt that 
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satire must bitingly attack identifiable vices in identi

fiable people or "mend no man;" Young was sure that such 

harshness and specificity were more harmful than valuable. 

More people seemed to feel as Young did. 

The religious revival of the eighteenth century, 

the rise of Methodism, Quakerism, and the addition of the 

"romantic" view of man to religion in general, were all 

bound to mitigate the force of, and sympathy for, personal, 

specific, and vituperative satire. In general, it seems to 

have been this new "sentimentality" which was the undoing 

of the harsh satire. Young had been able to sense, it 

appears, the direction and strength of this sentimentality 

well ahead of its dominance. 

The rationale which supported the change in taste 

received strength from many sources. Among them were 

Brownfs Essay on the Characteristics . . .. in which he 

destroyed, in the general publicfs estimation, the "Shaftes-

burian" position which had held ridicule an effective test 

of truth. Further, Joseph Warton's Essay on Pope, dedicated 

to Young, entered the critical decree that verse satire was 

entertainment but could never be true poetry; and a satirist 

could well be a man of sense, but his work could never be 

that of genius. The intellectual climate, grown perhaps 

warm, kindly, and bland, was an atmosphere for temperaments 

much more like Young*s than Pope's. 
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By the time the Romanticism of the eighteenth cen

tury had fully asserted itself, the tradition of satire be

gun in native English rollicking virulence, and culminating 

in Dryden and Pope, had come under real opprobrium. Young's 

work, constantly held up as an example of what satire 

"should" be, was perhaps a work for a people, and a time, 

which did not like satire any more, but wanted its wit 

tempered with manners, moralizations, and benevolence. 

Because it was able to focus the general and growing dis

content with the harsher brand of satire, The Universal 

Passion may be said to have exerted a strong representa

tional force within the course of English satire; and by 

its very timely success it seems to have borne a large 

measure of responsibility for the near ending, despite such 

later writers as Churchill and Byron, of verse satire as a 

major literary tradition. 
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