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ABSTRACT

This thesis shows that allusion is not a superficial ornament in Wordsworth’s poetry (the
‘great period’), but a fundamental poetic principle. It reassesses the critical definition of
literary ‘allusion’, and considers its place in theories of literary relations, using it to
interrogate those theories. Chapter one finds that ‘allusion’ has been too narrowly defined,
and suggests ways of broadening the understanding of how allusion works. Chapters two
and three show that Wordsworth uses allusion to explore two key issues in which allusion
is itself implicated: the limitations of language, and poetic authority. A typological
tradition of allusion challenges Harold Bloom’s theory of the ‘anxiety of influence’.
Chapters four to six show that Wordsworth’s relations to Shakespeare and to Milton
cannot be considered in isolation from one another, but are in dialogue. Milton is more
suggestive of influence, Shakespeare of intertextuality. In ‘Nutting’, submerged allusions
to As You Like It balance the more common reading of this poem in its Miltonic mode. In
Ruth, Shakespearean allusion enacts a move towards the shared, generic language of
pastoral, the anonymous voices of the ballad realm. In Chapter seven, a reading of the
Intimations Ode in the light of its many (claimed) sources tests both the distinction
between traditionally-considered ‘allusion’ and generic convention, and also the validity of
source-criticism. In considering two groups of poems, the last two chapters complicate the
definition of ‘allusion’ in several ways. It is suggested that the most self-conscious kind of
allusion frequently includes itself within the sphere of its own reference, but also that
allusion may be made with unconscious intention, and that accidental linguistic duplication
can have allusive effects. Wordsworth’s motivations in using the whole range of allusion
anticipate modern literary-relations theories. The thesis ends by demonstrating the way in
which the allusive code highlights the poems’ personal, moral, and political concerns,
effecting a move away from Bloom’s influence (which denies a world of reference beyond

poetry), towards intertextuality’s historicist understanding.
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NOTE ON EDITIONS

My choice of texts is pragmatic, balancing availability with accuracy and clarity of the editors’
procedures. References to The Prelude are to the 1805 version, in The Prelude, 1799, 1805,
1850, ed by Jonathan Wordsworth, M. H. Abrams & Stephen Gill (New York & London:
Norton, 1979). My text for The Excursion (and the ‘Prospectus’) is John O. Hayden’s, in
volume II of his William Wordsworth: The Poems (New Haven & London: Yale University
Press, 1981). References to the Reading Texts and transcriptions of the Cornell editions of
Wordsworth’s poetry, which are frequent, are in each instance indicated. Otherwise, where no
reference is given (as in the case of poems not yet edited by Cornell, or for convenience when
no textual significance is involved), the text is that of PW.

References to the Preface to the Lyrical Ballads are to the 1802 text, as it is the earliest
version of the expanded piece, in Michael Mason’s Lyrical Ballads (London & New York:
Longman, 1992). References to Wordsworth’s other prose works are to W. J. B. Owen and
Jane Worthington Smyser’s three volume edition (Oxford: Clarendon Press, 1974).

References to Dorothy Wordsworth’s Grasmere Journals are to Pamela Woof’s edition
(Oxford: Clarendon Press, 1991); those to the other journals are to Emest de Selincourt’s
two volume edition (London: Macmillan, 1941).

Quotations are from the texts of The Riverside Shakespeare, textual editor G. Blakemore
Evans (Boston etc.: Houghton Miffin, 1974), The Works of Edmund Spenser: A Variorum
Edition, ed by Edwin Greenlaw, Charles Grosvenor Osgood & Frederick Morgan
Padelford, 11 vols (Baltimore: John Hopkins Press; London: OUP, 1932-57), and The
Poems of John Milton, ed by John Carey & Alastair Fowler (London: Longman, 1968).

I have used The Holy Bible, Authorised King James Version (London etc.: Collins, 1955).
Editions of all other poets referred to are listed in the bibliography.

NOTE ON STYLE

I have followed the guidelines of the MHRA Style Book: Notes for Authors, Editors, and
Writers of Theses, 5th edn (London: Modern Humanities Research Association, 1996).
First references to books and articles appear in footnotes with full bibliographical details.
Subsequent references take the shortest intelligible form and are included, whenever
possible, within the main text. All texts cited also appear in the bibliography, along with
other works which are relevant to, or have had influence upon, the thesis.



PART I: MATERIALS AND APPROACHES



PREFACE

At three moments in The Excursion, Wordsworth praises the ‘sweet influence’ of nature. In
Book I, it holds first place in the Wanderer’s heart, despite his devotion to books — Milton’s
poetry in particular (I 244-79). But the ‘sweet influence’ that is greater than Milton, is itself
borrowed from Milton, who had described the stars as ‘shedding sweet influence’ (Paradise
Lost V11 375). Ironically Wordsworth prioritizes natural above literary influence, but in the
words of another poet. In the second instance, he too describes the stars, as Nature’s ‘beautiful
array of forms / Shedding sweet influence from above’. It is hoped that this natural influence
will alleviate a (very literary) lover’s pain, whilst he constructs a ‘calendar of flowers’ — a kind
of literal ‘anthology’ (VI 118-88). Finally, Nature’s ‘sweet influence’ becomes inspirational, in
the shadowy figure of ‘the rural Muse’ under whose influence the ‘Poet speaks’ (IX 518-21).
In each case, whilst ‘sweet influence’ is claimed as Nature’s, not literature’s, power, literature
is at the heart of that claim. In alluding to Milton’s image of astral ‘influence’, Wordsworth
necessarily alludes to Milton’s poetic influence, even though it is Nature’s that he explicitly
celebrates. It has long been recognized that Wordsworth was very well read, and made great
use of his reading in his poetry. As this trio of allusive ‘influences’ show, his dependence on
literature is inextricable from the other sources of his creativity. Allusion is not a superficial
ornament in Wordsworth’s poetry, but a foundational principle. It is often self-reflexive,
exploring the literary relations of which it is an expression, and the poetic processes of which
those relations are an integral part.

Wordsworth’s early and intense love of books, described in Book V of The Prelude —
where Ann Wordsworth, and her death, are remembered — is a displacement of the infant’s
attachment to his mother. The feeding babe of Book II becomes a child who ‘read, devouring
as I'read, ... desperate’, feeding his ‘dumb yearnings, hidden appetites [which]... must have
their food’, ‘cravings for the marvellous’ (V 511-12, 530-31, 564). Such a ‘desperate’ feeding,
like the baby’s, is also erotic. Books have the power to ‘bewitch’, to ‘entrance’, to ‘move us
with conscious pleasure’ in ‘raptures’ (1l. 179, 573, 568, 569). Poetry is ‘a passion’, the child
is ‘stirred to ecstasy’ (1. 579, 614) and, though this stage and the literary tastes attendant on it
are, like the infantile stages of sexuality, outgrown (1l. 568-75), a trace remains, to surface in
the dream of the Arab-Quixote, in which the dreamer too is ‘crazed / By love’ and

anxiousness’, ‘half-possessed’ in ‘such deep entrancement’ (1l. 144-45, 160, 162).



There are also hints that books were an escape from despotic grandparents.
Wordsworth was unhappy at Penrith — in the two anecdotes from this period recorded in the
Autobiographical Memoranda, young William storms up to the attic, where he considers
killing himself, and slashes a family portrait with his spinning-top whip.' In Book V of The
Prelude, Wordsworth defends ‘the wishing-cap / Of Fortunatus, and the invisible coat / Of
Jack the Giant-killer, Robin Hood, / And Sabra in the forest with St George’ (1l. 364-67). It is
a defence of escapism: ‘The child whose love is here, at least doth reap / One precious gain —
that he forgets himself” (1. 368-69); Fortunatus’s hat — a magical transporting device, and
Jack’s disappearing-coat, represent the escape that is afforded by reading. If the drowned man
of Esthwaite is not only a real dead body, but also a memory of the recently deceased mother,
rising up from the lake of memory, then the ‘sights ... among the shining streams / Of
fairyland, the forests of romance’ (1. 476-77) protect the child not only from sensory horror,
but from emotional trauma.’

Wordsworth’s passion for books rivals his passion for nature, so that the two worlds
are often paired, or described in terms of one another. At Cambridge, Wordsworth
continues ‘a wild, unworldly-minded youth, given up / To Nature and to books’ (IV 281-

82), where trivial pleasures are ‘a poor exchange / For books and Nature’ (1l. 306-07). Earlier,
the verses that Wordsworth and his friend Fleming recited were powerful enough to usurp the

place of the landscape, so that the boys are said to walk

" Prose III, 369-82 (p. 372). A suggestive reading of the Penrith situation is G. Kim Blank’s
Wordsworth and Feeling: The Poetry of an Adult Child (Madison: Fairleigh Dickinson University
Press; London: Associated University Presses, 1995), pp. 68-71.

2 A sympathetic account of the value that Wordsworth found in fairy tales and romances is David
Wiener’s “Wordsworth, Books, and the Growth of a Poet’s Mind’, JEGP 74 (1975), 209-20.
Romances afford an escape from human society until the child is capable of participation, and
stimulate the creative appreciation of nature. Their supernatural element stirs the imagination
with its first ideas of the infinite. For an entirely different, historicist, perspective see Alan
Richardson, “Wordsworth, Fairy Tales, and the Politics of Children’s Reading’, in Romanticism
and Children’s Literature in Nineteenth-Century England, ed by James Holt McGavran, Jr
(Athens & London: University of Georgia Press, 1991), pp. 34-53 (also, Richardson’s Literature,
Education, and Romanticism: Reading as Social Practice, 1780-1832, Cambridge Studies in
Romanticism, 8 (Cambridge: CUP, 1994)). Richardson explores the politicized defence of fairy
tales which are seen as ‘a harmless, pacifying alternative to radical intellectualism’.
Wordsworth’s advocating of them is thus a feature of his Burkean conservatism. (Richardson
deals with the ideological motives underlying Wordsworth’s recommendations of such literature
to others, not with his own childhood experience of it.)



In that delicious world of poesy,
... anever-ending show,
With music, incense, festival, and flowers!
(V 605-07)

Wordsworth recalls himself and Coleridge ‘wandering’, not through the landscape, but

Through heights and hollows and bye-spots of tales
Rich with indigenous produce, open ground
Of fancy, happy pastures ranged at will

(V 234-37)

and whilst ‘on Quantock’s grassy hills’, the two ‘wandered in wild poesy’ (XIII 393, 414). Not
only does the mind become its own place in Wordsworth’s poetry, but its creations, too, are
another landscape. ‘Dreams, books are each a world’ (‘Personal Talk’ 1. 33) ‘and books, we
know, / Are a substantial world’ (1. 33-34), a second nature, the mental landscape amid which
composition takes place.

Amongst the population of this landscape, certain figures always loomed largest. In the
1815 Preface, Milton, and Spenser (and the Bible, of which more below) are the prime
examples of one kind of imagination, and Shakespeare of another. To these poets Wordsworth
remained loyal all his life, and said of himself that

When I began to give myself up to the profession of a poet

for life, I was impressed with a conviction, that there

were four English poets whom I must have continually before
me as examples — Chaucer, Shakespeare, Spenser, and Milton.
These I must study, and equal if I could; and I need not think
of the rest.’

Throughout the poetry of the great decade, these are the poets to whom he most reverently and
most consistently refers. To an aspiring poet he wrote, in 1824:

I'am ... disposed strenuously to recommend to your habitual
perusal the great poets of our own country, who have stood
the test of ages. Shakespeare I need not name, nor Milton;

but Chaucer and Spenser are apt to be overlooked. It is almost
painful to think how far these surpass all others.*

J. J. Tayler recorded, two years later, that ‘Spenser, Shakespeare, and Milton are his
favourites among the English poets’.” They had been his favourites at least since his time in

Cambridge — ‘the books which then I loved the most / Are dearest to me now’ (Prelude VI

* Reminiscences, pp. 459-60.

4 Letter to Alaric Watts, 16 November 1824, LY 1, 284.

% John James T ayler, Letters, ed by John Hamilton Thom., 2 vols (London: Williams & Norgate,
1872), 1, 72.



117-18) — and not only was his attachment enduring, but it predated (or at least his familiarity
did), the school-boy preferences recorded in Book V of the Prelude and in the Memoranda, for
Christopher Wordsworth famously records that ‘the Poet’s father set him very early to learn
portions of the works of the best English poets by heart, so that at an early age he could repeat
large portions of Shakespeare, Milton, and Spenser’.® In 1822 Wordsworth told Landor that,
back in 1802, he had known all of Milton’s sonnets by heart.” ‘He knew a great deal of English
poetry by heart’, writes his nephew (Memoirs, 1, 43). Stephen Gill calls Wordsworth’s recall
‘amazing’: ‘there is abundant evidence that the poet ... never forgot poetry, however slight,
which had moved him’, and Lady Richardson records an instance of the poet reciting,
appropriately to the moment.® It was of course less unusual to memorize poetry, or to read it so
often that it became unintentionally memorized, in the eighteenth century than it is in the late
twentieth. Anna Seward read Milton when she was three, and knew the whole of Lycidas by
heart.” Wordsworth was certainly not much older when he began to read Milton, whose lines
were a great deal of that ‘great deal’ of memorized poetry.

To this list of works from which Wordsworth memorized passages when a child must
be added one more: the Bible. In 1776 and 1777 he attended Anne Birkett’s infant school at
Penrith, where he was apparently made to learn extracts from the Bible by heart.' When he
was a child, Wordsworth ‘used to brood over the stories of Enoch & Elijah’, which are found
in Genesis 5. 22 and I & II Kings (Fenwick note to the Intimations Ode — Wordsworth is here
referring to Elijah’s departure in a chariot of fire, II Kings 2. 11). He alludes to the latter in

The Borderers," and had adapted its most famous phrase, ‘a still small voice’ in his

6 Christopher Wordsworth’s Memoirs of William Wordsworth, 2 vols (London: Moxon, 1851), I, 34.
7 Letter to Walter Savage Landor, 20 April 1822, LY I, 125.
8 Stephen Gill, William Wordsworth: A Life (Oxford: Clarendon Press, 1989), p. 17, and see the
example in his footnote; Reminiscences, p. 436.
® Raymond Dexter Havens, The Influence of Milton on English Poetry, (Cambridge, Mass.:
Harvard University Press, 1922; reissued, New York: Russell & Russell, 1961), p. 10.
10 See Memoirs, 1, 33, and Mary Moorman, William Wordsworth: A Biography; The Early Years
1770-1803 2™ edn (Oxford: Clarendon Press, 1965), p. 15. Wordsworth was catechized weekly at
Hawkshead school (see Duncan Wu, Wordsworth’s Reading 1770-1799 (Cambridge: CUP, 1993),
p- 15). When asked what the commandments are, the child must answer:

the same which God spake in the twentieth chapter of Exodus, saying,

I am the Lord thy God, who brought thee out of the land of Egypt, out

of the house of bondage.
Wordsworth alludes to these lines, which he must have repeated so many times, in the opening of the
Prelude (16-7).
' The Borderers, ed by Robert Osborn (Ithaca & London: Cornell University Press, 1982), p. 152,
and see page 154 for an allusion to Revelation.

10



translation of ‘Orpheus and Eurydice’ (Virgil’s Georgics iii 75-94), in 1788."% Allusions in the
early work attest to Wordsworth’s thorough knowledge of various parts of the Bible: Wu
points out that in his very early poem, ‘The Death of the Starling’, inspired by Catullus’s
“Carmen III’, Wordsworth alludes to lines from Matthew 10. 29." It is interesting that in both
these poems the allusions occur in the final line, as if Wordsworth is using the Bible to revise,
or correct, his classical sources, as Milton does, on a grand scale, in Paradise Lost. In a prose
fragment from the same period (1786-7) he alludes to Matthew again, 5. 45 — the Sermon on
the Mount (Prose, 1, 7). In Descriptive Sketches (1791-92) he alludes to Psalm 42, Genesis,
and Ecclesiastes."*

Wordsworth groups ‘the prophetic and lyrical parts of the Holy Scriptures’ with
Milton and Spenser as the highest example of the ‘poetical Imagination’ (1815 Preface
11. 310-14). He saw no difficulty in considering the Bible as literature, encouraged in this
approach, if he needed encouragement, by Robert Lowth’s Lectures on the Sacred Poetry of
the Hebrews." On the contrary, poetry was the appropriate form for the expression of the

sacred, because there is an

2 Duncan Wu, ‘Wordsworth’s Orpheus and Eurydice: The Unpublished Final Line’, N&Q 236
(1991), pp. 301-02. This allusion to I Kings 19. 12 gives strength to the allusive hint of one of
Wordsworth’s own most famous phrases, ‘the still, sad music of humanity’.

'3 Wordsworth’s Reading 1770-1799, p. 15.

4 Descriptive Sketches, ed by Eric Birdsall (Ithaca & London: Cornell University Press, 1984),

pp- 80, 100 & 110. At line 741 of Descriptive Sketches (1793 published text), Wordsworth refers to
the broken ‘golden bowl’ and ‘cistern-wheel’ of Ecclesiastes 12. 6. The broken ‘pitcher’, meanwhile,
appears in An Evening Walk (also 1793), 1. 256.

15 Robert Lowth, Lectures on the Sacred Poetry of the Hebrews, trans. by G. Gregory, 2 vols
(London: Johnson, 1787). Michael Mason points out in his edition of the Lyrical Ballads (London &
New York: Longman, 1992), p. 39 that the admiration for the repetitions in Judges, which is
expressed in the 1800 note to ‘The Thorn’, seems to be an inheritance from Lowth. Lowth’s lectures
also influenced the Preface to the Lyrical Ballads, either directly, or through Hugh Blair’s Lectures
on Rhetoric and Belles Lettres (1783), which include a summary of Lowth’s work. See Stephen
Prickett ‘Romantics and Victorians: from Typology to Symbolism’, in Reading the Text: Biblical
Criticism and Literary Theory, ed by Prickett (Oxford & Cambridge, Mass.: Blackwell, 1991),

pp. 182-224 (pp. 190-96).

11



affinity between religion and poetry; between religion — making
up the deficiencies of reason by faith; and poetry — passionate
for the instruction of reason; between religion — whose element
is infinitude, and whose ultimate trust is the supreme of things,
submitting herself to circumscription, and reconciled to
substitutions; and poetry — ethereal and transcendent, yet incapable
to sustain her existence without sensuous incarnation.

(Essay, Supplementary to the Preface of 1815, 11. 137-43)

It is this recognition which invests poetry that is not overtly sacred with an aura of
transcendence.'®

Wordsworth not only refers to the Bible as a model for a wide variety of stylistic
points, but adopts from this source, too, a theory of allusion and authority, which is the subject
of Chapter 3. He justified his grouping of Milton’s poetry and the ‘prophetic and lyrical parts
of the Holy Scriptures’ by tending to see Milton as the genuine heir to a poetic line, not
classical, but Biblical: ‘however imbued the surface might be with classical literature, he was a
Hebrew in soul; and all things tended in him towards the sublime’ (1815 Preface 11. 321-23).
The heights of the ‘enthusiastic and meditative Imagination’ were precluded from the classical
writers, ‘because the anthropomorphitism of the Pagan religion subjected the minds of the
greatest poets in those countries too much to the bondage of definite form’. This is one of the
reasons why Wordsworth exalts the Bible, Milton and Spenser ‘in preference to those [writers]
of ancient Greece and Rome’ (11. 314-18). Yet Wordsworth was admiring of several of the
classical writers: ‘Horace is my great favourite: I love him dearly’; Virgil’s Eclogues ‘have
always delighted me much’, though ‘before I read Virgil I was so strongly attached to Ovid,
whose Metamorphoses I read at School, that I was quite in a passion whenever I found him, in
books of criticism, placed below Virgil.’'” Between 1814 and 1816 Wordsworth translated the
first three books of the Aeneid, but he had misgivings about translating the classics.'® He
explained that ‘the attention of the poets of the Augustan age was principally confined to the

happy selection of the most appropriate words and elaborate phrases; and hence arises the

'S The difficulty of ascertaining the relationship between Wordsworth’s appreciation of the Bible as
literature and his religious position is discussed in Chapter 3.

17 Reminiscences, p. 459; letter to Francis Wrangham, 19 February 1819, MY II, 523; Fenwick note to
‘Ode to Lycoris’ (p. 42). For the extent of Wordsworth’s reading in the classics, at school, at
university, and in the years that followed, see Ben Ross Schneider, Jr, Wordsworth’s Cambridge
Education (Cambridge: CUP, 1957), appendix, p. 263 and passim, and Jane Worthington,
Wordsworth’s Reading of Roman Prose (New Haven: Yale University Press; London: OUP, 1946).

18 See the Juvenilia in PW I for surviving translations of selections from Horace, Virgil’s Georgics
and Catullus.

12



difficulty of translating them’."” Of the admired Eclogues he regretted that ‘there is frequently
in them an elegance and a happiness which no translation can hope to equal’, and, with
reference this time to the Georgics and the Aeneid, (and without mentioning his efforts of the
previous decade) he wrote that ‘I should have attempted Virgil in blank verse; had I not been
persuaded, that no antient Author can be with advantage so rendered’.

Wordsworth’s admiration for the classics ought not to be underestimated, yet it
remains secondary. Wordsworth spoke highly to Ellis Yarnall of classical study, but
Shakespeare and the Bible remained paramount.? In a late repetition of the 1815 Preface’s
exemplars of the two types of the imagination, Homer is brought into the equation: ‘Homer and
Shakespeare’ are paired as having ‘universal minds ... able to reach every variety of thought
and feeling without bringing their own individuality before the reader’.” But Homer,
Wordsworth says elsewhere, is ‘second to Shakespeare’, and, despite the opinion expressed in
Knight’s Taste, ‘the writings of Shakespear and Milton infinitely transcend those of the Greeks
and for reasons which might easily be given’ > Late in life, Wordsworth repeated his
ascription of a ‘Hebrew soul’ to Milton:

‘Comus’ is rich in beautiful and sweet flowers, and in exuberant

leaves of genius; but the ripe and mellow fruit is in ‘Samson

Agonistes’. When he wrote that, his mind was Hebraized. Indeed,

his genius fed on the writings of the Hebrew prophets.
(Reminiscences, p. 461)

The works on which Wordsworth ‘fed’, those which formed his ‘soul’ or ‘mind’,
remained his models and touchstones ever after. The OED states that the origin of the word
‘rote’ is unknown, but a conjectural explanation is noted in Brewer: to ‘learn by rote’ is to

‘learn by means of repetition, i.e. going over the same track again and again’, so that ‘rote has

1% Reminiscences, p. 459.

207 etter to Wrangham, 19 February 1819, MY 11, 523; Letter to Lord Lonsdale, 5 February 1824,
LY, 250. Wordsworth’s own attempts at the Aeneid were not in blank verse, but rhyming

couplets. Those who had tried, had had limited success: ‘as far as Pope goes, he succeeds; but his
Homer is not Homer, but Pope’ (Reminiscences, p. 460).

a Reminiscences, p. 479.

22 Reminiscences, pp. 435-36.

23 Letter to Henry Nelson Coleridge, early September 1830, LY II, 319; marginal annotation on a copy
of Richard Payne Knight’s Analytical Inquiry into the Principles of Taste, 3" edn. (London, 1806),
reproduced in Wittreich, p. 116, but see the note 19, pp. 150-01 for the dispute over whether these are
Wordsworth’s or Coleridge’s notes.

13



been associated with route’.? The “track’ is the line of poetry, or written text, that is read or
repeated again and again, so as to be remembered. But, transferred from the page to the
memory, it becomes a track in the mind, a well-worn path which wandering thoughts may
follow unconsciously. Much of Wordsworth’s poetry reveals a near-obsessive concern with
continuity, the preservation of the links between the past and the present, infancy and
adulthood, the dead and those who are still alive. The butterfly which is, in the published
version of ‘Stay near me’ the ‘historian of my infancy’ is, in a manuscript version, a ‘Bible of
my infancy’.” The Bible, Spenser, Shakespeare, and Milton were not just an element of
Wordsworth’s childhood experience, but were part of his mental make-up. He not only
remembered reading them, but had had their words in his memory, since the formative years of
early childhood, prior to the deaths of his parents. They played a part in forming the mind
which would later return so frequently to them.

Critical attention to Wordsworth’s literary relations has always been dominated by
Milton, Wordsworth’s most obviously important precursor.”® When Harold Bloom cast Milton
in the role of father in his family romance, The Anxiety of Influence, he chose Wordsworth as
the archetypal son.” The Intimations Ode is the first poem to be mentioned in the text (.9,
its author ‘the exemplary Modern Poet, the Poet proper’ (p. 21). Bloom begins by seeing the
‘anxiety of influence’ as a Romantic phenomenon, but his later works extend its boundaries (in

The Breaking of the Vessels Bloom finds anxiety in Genesis).” It is not until The Western

24 Brewer’s Dictionary of Phrase and Fable, 15" edn rev. by Adrian Room (London: Cassell, 1995),
p- 622. In 1801 Wordsworth modernized Chaucer’s Prioress’ Tale, in which a little boy learns the
first verse of the Alma Redemptoris ‘all by rote’ (1. 71), without understanding the meaning of the
Latin words.

2 Perhaps Wordsworth had in mind the common practice of writing the dates of important family
events in the front of the Bible. In 1805, William recovered his father’s Bible from his cousin
Richard, who had kept it since John senior’s death. This actual ‘Bible of [Wordsworth’s] infancy’
was, Mary Wordsworth recorded, ‘taken care of when the House at Cockermouth was broken up’ (see
Wu, Wordsworth’s Reading 1770-1799, p. 15). The ‘house at Cockermouth’ was the house of ‘my
father’s family’ (‘Stay near me’, 1. 9). Its ‘break-up’ was brought about by the mother’s death, but
that early family is identified as ‘my father’s’ because it was to his mother’s family — her own
parents, at Penrith — that William was subsequently sent. The recovery of that Bible, like the mental
recall of its poetry (and the butterfly’s return), is another act of emotional preservation.

%6 The earliest lengthy study, Havens’s Influence of Milton on English Poetry, includes an appendix
with parallels of phrasing and diction. Abbie Findlay Potts’s Wordsworth’s Prelude: A Study of its
Literary Form (Ithaca: Cornell University Press, 1953) was the first to draw attention to the wide
range of Wordsworth’s literary relationships, and to Spenser in particular.

2" Harold Bloom, The Anxiety of Influence: A Theory of Poetry (New York: OUP, 1973).

28 Harold Bloom, The Breaking of the Vessels (Chicago & London: University of Chicago Press,
1982), pp. 47-60.
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Canon that Shakespeare is admitted equal power with Milton: indeed, he becomes Milton’s
precursor (Chapter 7 ‘Milton’s Satan and Shakespeare’).” In Wordsworth studies,
Shakespeare’s significance had already been explored by Jonathan Bate, for whom
Shakespeare’s example is of a benign, not a Bloomian, influence.* Bate complements his study
of Romantic allusions to Shakespeare with a wider examination of Shakespeare’s reputation in
the period. Lucy Newlyn has a similar double concern, in which Milton’s impact on politics
and other disciplines is married to a study of textual relations.” One of the aims of this thesis
is to ask how Wordsworth’s allusive relations to these two most important forebears interact.
At times, they are poles between which Wordsworth mediates, using each to criticize the other,
as a strategy of self-definition. But at others they are made to agree, modifying one another,
losing the distinctness of their individuality, and merging with other sources in a society of
poetic voices.

Though, throughout his life, Wordsworth named Shakespeare, Milton, Spenser, and
sometimes Chaucer, as the poets who were most important to him, he had many other
significant allegiances, some of which will be discussed in the following chapters.
Wordsworth’s eighteenth-century precursors will occasionally be mentioned in this thesis, but
will not be considered at length, though they influenced Wordsworth’s thinking more than
might be suggested by his often slighting critical treatment of them. In the Memoranda he
recalls that, during the Hawkshead years, ‘I read all Fielding’s works, Don Quixote, Gil Blas,
and any part of Swift that I liked; Gulliver’s Travels, and the Tale of the Tub, being both much
to my taste’ (Prose III, 372). He discovered poetry, too, and walked with his friend John
Fleming ‘Repeating favorite verses with one voice, / Or conning more’ (Prelude V 588-89) —
‘the verses of Goldsmith and of Gray’, according to Thomas De Quincey.* He was encouraged
by two of his headmasters: William Taylor, whose grave, inscribed with a line from Gray’s
‘Elegy’ Wordsworth visits in Book X of The Prelude (1. 489-506), and Thomas Bowman,
who succeeded Taylor in 1786. T. W. Thompson cites the latter’s son, who recalled that ‘my

father used to say that he believed that he did more for William Wordsworth by lending him

2% Harold Bloom, The Western Canon: The Books and School of the Ages (New York: Harcourt
Brace, 1994; London: Macmillan, 1995).

%0 Jonathan Bate, Shakespeare and the English Romantic Imagination (Oxford: Clarendon Press,
1986). Unless otherwise indicated, further references to Bate are to this work.

3 Lucy Newlyn, Paradise Lost and the Romantic Reader (Oxford: Clarendon Press, 1993). Unless
otherwise indicated, further references to Newlyn are to this work.

32 The Collected Writings of Thomas De Quincey, ed by David Masson, 14 vols (London: Black,
1896-97), 11, 264-65.
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books than by his teaching’. Bowman lent Wordsworth Cowper’s Task and Burns’s Poems,
and remembered his pupil as ‘one of the very few boys, who used to read the old books in the
School Library, George Sandys’ “Travels in the East”, and his Ovid’s “Metamorphosis”,
Fox’s [sic] “Book of Martyrs”, and Evelyn’s “Forest Trees™”. Wordsworth himself told
Bowman junior that his father had also introduced him to Langhome’s poems, Beattie’s
Minstrel, Percy’s Reliques, Crabbe, Charlotte Smith and the Wartons.»

Summaries of Wordsworth’s use of Young, Pope, Collins, Dyer, Beattie, Cowper,
Burns, Goldsmith, Gray and Akenside have been made by Edwin Stein, who distinguishes
Wordsworth’s allusions to these authors from his allusions to Shakespeare, Milton and
Spenser in two ways.> Firstly, these poets are part of ‘a large group ... from whom
[Wordsworth] feels no need to differentiate himself, because he knows he has transcended them
in power and vision’ (p. 109). Wordsworth need not strive ‘to equal’ these poets: their stature
is not great enough to instil anxiety, whether conscious or Bloomian.** Secondly, and
consequently, Wordsworth’s allusions to these poets are rarely of the rich, combative variety
that Stein names ‘heuristic’, ‘dialectical’, or ‘comparative’. Rather, they are ‘assimilative’ —a
species of allusion that is Stein’s especial concern. Assimilative allusion is atmospheric, guided
by mood rather than intellect (Stein, pp. 116 & 120), and pertains rather to the realm of ‘echo’
(which, despite his title, is Stein’s favoured term), than to that of what is commonly thought of

as ‘allusion’.” In his elegy ‘Remembrance of Collins’, Stein concludes, ‘Wordsworth’s

3 T. W. Thompson, Wordsworth’s Hawkshead, ed by Robert Woof (London etc.: OUP, 1970),

p. 344.

3% Edwin Stein, Wordsworth’s Art of Allusion (University Park & London: Penn. State University
Press, 1988). A full treatment of Pope’s influence on Wordsworth is Robert J. Griffin’s Wordsworth’s
Pope: A Study in Literary Historiography, Cambridge Studies in Romanticism, 17 (Cambridge &
New York: CUP, 1995). Mary Jacobus summarizes Wordsworth’s use of Thomson, Cowper and
Akenside in Tradition and Experiment in Wordsworth’s Lyrical Ballads (1798) (Oxford: Clarendon
Press, 1976). See especially Chapter 2 on ‘The Eighteenth-Century Legacy’. Wordsworth’s treatment
of these precursors is not considered as combative; rather, “‘Wordsworth begins ... where Thomson
and Cowper leave off” (pp. 108-09).

33 Wordsworth’s richly allusive relationship with Coleridge is, for obvious reasons, a special case, and
is examined by Lucy Newlyn in Coleridge, Wordsworth, and the Language of Allusion (Oxford:
Clarendon Press, 1986).

38 Stein does consider the use of Pope, Young, Thomson and Gray under the heading of ‘comparative
allusion’, in his treatment of the Snowdon episode in The Prelude (pp. 131-41), yet he finds these
allusions to be elusive to the point of being ‘generic’ (p. 136). Challenging Milton’s discourse on the
Chain of Being, Wordsworth ‘draws ... into his account’ the mediating texts that are ‘spawned or
poetically informed by the parent subtext’ (pp. 141, 139). Though these poets have a part to play in
the dialectically-allusive texture of Wordsworth’s poem, the ‘dialectical allusions’ themselves ‘almost
exclusively refer to Milton, Shakespeare, or Spenser’ (p. 126). I will discuss whether ‘generic’
allusions are, indeed, ‘allusions’, at a later point.

16



echoing of Collins is not radical allusion in the manner of Milton echoing the classics’ (p. 30).
Wordsworth aims, ‘building on Collins’s own insight, to assert a continuity of poetic voices’
(p- 29).

Wordsworth’s sympathetic tone is itself borrowed from Collins’s elegy on Thomson,
to which Wordsworth’s elegy refers, and is indicative of the relative confidence with which
Wordsworth faced his eighteenth-century precursors. The elegy has long been recognized as a
site of ambivalence, where the living poet criticizes as he commemorates, presenting himself as
both worthy and unworthy legatee. Lawrence Lipking discusses Ben Jonson’s Elegy on
Shakespeare as ‘a classic tombeau’.”” Of Collins’s elegy he says, by contrast, that ‘few
tombeaux have ever been so reverent, so genuinely considerate of the spirit to be honored’

(p. 146). Thomson’s vision is distanced, it is true, and the dead poet himself ‘strangely fades
away’ (p. 150), but there is none of the self-divided challenge of Jonson, the witty ambivalence
that is related to that of the comparative allusion. Collins does not debase himself before
Thomson, or his memory, as he does before the mighty Milton in ‘Ode on the Poetical
Character’; Wordsworth does not compete with Collins as he does with Milton in the
‘Prospectus’.

Stein suggests that Thomson, of all Wordsworth’s eighteenth-century precursors,
exerts the most power, but finds it difficult to define the nature of his influence. Though he
suggests that ‘not only Milton, but Spenser, Shakespeare, Thomson, and Coleridge also
initiated self-differentiating references in Wordsworth’s texts’ (p. 109), he later subdivides this
group, suggesting that ‘Spenser and Thomson’, like ‘Gray, Collins, Burns, and Cowper were
colleagues to emulate rather than adversaries to overcome’ (p. 218). On the one hand he argues
that ‘various uses of The Seasons and The Castle of Indolence suggest that to some extent
Wordsworth approached Thomson in a spirit of confrontation’ (p. 243), but, on the other, he
groups Thomson amongst those ‘often subsumed in the glancingly reminiscent, collegial, yet
self-distancing and evolutionary relationship that Wordsworth had with the eighteenth-century’
(p. 14).

When Wordsworth chooses to ‘meditate / Upon the book of Nature’ (Autumn 1. 669),
he often borrows language from Thomson. In Summer, for example, a young man stands by a

pool

37 Lawrence Lipking, The Life of the Poet: Beginning and Ending Poetic Careers (Chicago &
London: University of Chicago Press, 1981), p. 145.
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Gazing the inverted landscape, half afraid
To meditate the blue profound below
(11. 1247-48)

This anticipates Wordsworth in several aspects: the strange significance of the
reflection’s upside-downness; the superimposition of the reflecting surface over the depths; the
hint at a move from outward vision to introspection, with the suggestion that the depths are of
the mind; the suspension of ‘half afraid’ at the end of a line, so that, for a moment, the boy is
not merely afraid of the water, but more mysteriously, abstractly, ‘afraid’.”® Wordsworth
praised Thomson, in the 1815 Essay, Supplementary to the Preface, for his original
observations of nature, so that it is no surprise to find him borrowing images — the shepherd
magnified by the mist (Autumn 11. 724-26, Prelude VIII 400-02); the ‘startling’ sound of a
falling leaf (in Wordsworth an acorn) breaking the silence (Autumn 11. 989-92, Prelude 1
91-94). Likewise, Wordsworth borrowed the occasional striking phrase, despite considering
Thomson’s language to have been contaminated by the false taste of his Augustan associates,
so that much of his language — his periphrases and abstractions — did not appeal.”® Descending
from the Simplon Pass, Wordsworth sees ‘torrents shooting from the clear blue sky’ (Prelude
VI 561); Thomson’s torrents ‘shoot’ in Summer (1l. 592-93) and also in Winter (1. 995). Yet
Wordsworth does not use Thomson’s phrases with precise, pointed, and transformative
meaning, meaning that depends upon the comparison of the new context with the old. The
influence of Wordsworth’s eighteenth-century precursors frequently remains indistinct.
Thomson’s voice, for example, merges with other landscape-philosophers, or is overshadowed
by his own models’ voices, models for whom he often acts, in Wordsworth’s poetic process, as
a conduit.®

Other poets, no more intimidating to Wordsworth than his eighteenth-century
predecessors, nevertheless have a more central place in this thesis, particularly in its

consideration of ‘intertextual allusion’. Allusion is most interesting when it involves a

38 Wordsworth uses the phrase ‘blue profound’ twice: ‘In the Woods of Rydal’ (1. 12) and ‘Tradition’
(1. 7). In the latter it signifies a lake, as in Thomson; in the former, outer space, through which God
‘rolls the planets’ — a very Thomsonian image. But the earlier use of ‘blue profound’ is far from
exclusive to Thomson. Other users include Mark Akenside, Anna Seward, and James Hurdis.

3% ‘He writes a vicious style; and his false ornaments are exactly of that kind which would be most
likely to strike the undiscerning’ (Essay, Supplementary, 11. 465-67). The Castle of Indolence has
‘diction more pure’ than The Seasons (1. 483).

0 The Castle of Indolence (in imitation of which Wordsworth wrote his own ‘Stanzas’) has a
shadowy presence in several of Wordsworth’s poems, but a presence that is scarcely distinguishable
from that of certain passages of Spenser’s upon which it is modelled.
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special degree of self-consciousness, interrogating in some way its own implications. In
‘comparative allusion’ - considered under the banner of influence study — this entails a
summoning, by the allusion, of the wider relationship between the two texts, or two poets.
But in ‘intertextual allusion’ the consciousness is not of a precursor’s shadowy presence,
but of literariness itself, or of the allusion’s own relation to its sources. This is not the
same as ‘generic allusion’, where a tradition, or line of thought, is silently drawn upon, but
is not itself necessarily brought into the realm of the new text. An intertextual allusion not
only depends upon, but discusses, or illustrates, its own allusiveness. The allusion itself is
an image of poetry. The genres to which such allusions most often pertain are lyric and,
particularly, pastoral. The central poets are those of the sixteenth and seventeenth
centuries, including ‘the bright Elizabethan constellation’, ‘the works of the old English
dramatists ... the gardens of our language’.* In 1800 Wordsworth acquired an edition of
Robert Anderson’s Works of the British Poets (he had previously had access to
Coleridge’s copy, at Alfoxden), with the help of which he developed his interest in these
poets (evidenced in the lyrics of 1802 to 1804 particularly).” Their poems celebrating
flowers are themselves flowers, that Wordsworth collects (like the Excursion’s love-sick
anthologist) and alludes to, as he celebrates the ‘genial influence’ of the returning

3
flowers.*

41 Essay, Supplementary, 1. 648; Reminiscences, p. 461.
42 Robert Anderson, ed., Works of the British Poets, 13 vols (London & Edinburgh, 1792-95).
43 “To the Daisy’ (‘In youth from rock to rock I went’) 1. 70.
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CHAPTER 1: DEFINING ALLUSION

It is difficult to define ‘allusion’ because there are several conflicting principles by which one
might do so, and the introduction into the equation of the related term ‘echo’ tends to create
further contradictions. This is because each term has been used independently of the other, to
develop connotations of its own to which the other term has no clear relation. In short, certain
principles of definition are more useful when considering ‘allusion’ than ‘echo’, and vice versa.
In some contexts ‘allusion’ and ‘echo’ are in opposition to one another, whilst in others they
bear a near resemblance. Critics define these terms differently for their own use, depending on
the principle of definition that they deem most vital. Yet the choice of principle is itself dictated
by the way in which the critic intends to consider the allusions or echoes at hand. In other
words, we use the terms, in that we recognize allusions and/or echoes as we read, before we
define them, and then tend to define them according to how we have already begun to consider
them. Finally, this messiness is only amplified by the addition of the adjectival forms, ‘echoic’
and ‘allusive’, which, it will be seen, results in such awkward possibilities as the ‘nonallusive
allusion’. So, not only do ‘allusion’ and ‘echo’ bear a confusing relation to one another, but
even the single terms themselves labour under contradictory definitions. These contradictions
reveal a limitation in our understanding of, especially, allusion. What, then, are the various
defining principles that have been used to distinguish echo from allusion, as well as other
terms? I shall try to single out some schemes that have been employed, whether explicitly or
implicitly, to show that these schemes tend to shade into one another, or to be used, sometimes
confusingly, in conjunction. That the definitions do break down suggests that allusion might
usefully be reconsidered. I shall use the term ‘reference’ as a kind of control, to designate a
device that has not yet been identified as ‘allusion’ or ‘echo’.

i

Defining Allusion by Marker

and by Poetic Effect
One way to differentiate is by measuring the degree to which a text is summoned by a
reference. John Hollander proposes a ‘rhetorical hierarchy for the relationship of allusive
modes’." At the top is quotation, which entails the ‘literal presence of a body of text’, whilst in

allusion that text may be ‘fragmentary or periphrastic’(p. 64), and in echo it may not be

! John Hollander, The Figure of Echo: A Mode of Allusion in Milton and After (Berkeley, Los
Angeles & London: University of California Press, 1981), p. 64.
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‘present’ at all. Between the latter two, Hollander suggests, the ‘distinction seems to be drawn
with respect to the degree, and kind, of incorporation of the vocal source in the response, and
to the subtlety and profundity of the mode of response itself” (p. 63). This consideration itself
points out the complications involved in this first method of definition. For the criterion
described as the ‘degree to which a text is summoned’ is ambiguous. On the one hand, it could
indicate the physical extent to which the source is reproduced; the obviousness of the reference
in terms of the clarity of its marker, which determines the ease with which the reference is
recognized (or, at least, recognized as a reference, even if the referent is unfamiliar). It is this
sense of ‘degree’ that puts quotation at the top of Hollander’s hierarchy, for which the poles (at
this moment, though they seem to be redefined) are overt and tacit reference. ‘Quotation’ is
defined by its presentation: the marking out of it from the text by punctuation marks, the
(preferably) faithful exactitude of wording, often, even, the accompaniment of its own
identification. But the ‘fragmentary or periphrastic’ nature of allusion’s (and echo’s)
incorporation of a text does not consist simply of a less physically complete quotation. From
the ‘literal presence’ of quotation’s referent, we move not only to a literal, but inexact,
presence, but also to a figurative presence. As Hollander expresses it, ‘the kind of
incorporation’ is important too. This is the other interpretation of the phrase ‘the degree to
which a text is summoned’, with which I be,gan.2 It is concerned with the extent to which the
reference is put to work, the significance that it might have in contributing to the poem’s
meaning. Quotation brings its source into play most obviously, and so, in one sense, to the
greatest degree. But allusion and echo may draw more meaningful significance from the source
that they less overtly summon, summoning it with ‘greater subtlety and profundity of
response’, and so ‘to the greatest degree’ in another sense. In the first sense it is the marking
device that is considered, in the second it is the device’s effects. But is it allusion or echo that
is most ‘subtle and profound’? The top of Hollander’s hierarchy has now become the bottom
(quotation is least subtle), and if its order — quotation, allusion, echo — is to hold, then
presumably allusion must be more ‘subtle and profound’ than quotation, and echo the subtlest
and most profound of all. But is this necessarily so? Hollander seems to suggest, rather, that

allusion is more ‘subtle and profound’ than echo, abandoning his ‘rhetorical hierarchy’. Again,

2 In her influential essay, ‘On Alluding’, Poetics, vol. 7 (1978), 289-307, Carmela Perri notes that
‘we have three options in characterizing the kinds of allusion: we can type the marker, the marked,
or the relation between them’ (p. 303). The confusion with which I am concerned here is between
the first and the third of these.
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there is the complication of considering two kinds of ‘degree of presence’ at once: the
obviousness of the reference on the one hand, and, on the other, the nature of its effect. For one
reference could be unmissable, and profound in effect, and another more subtly performed, but
with shallower consequence.®

Edwin Stein recognizes this problem, and that it is limiting to consider only
the way in which the source text is indicated, when he explains that ‘though the nature of the
marker is the differentiation of the kind of device termed in the strict sense “an allusion’’, the
‘key to allusiveness is not the nature of the marker ... but the fact that something in a text
which we immediately or later recognize to have been shaped by a prior text invites construing
by intertextual comparison’ (p. 223, n. 3). Jonathan Bate acknowledges this difference too,
though he approaches it from a different angle:

an allusion may summon up the context and connotations of an
earlier writer’s words, but sometimes it will serve simply to give
authority to the later writer’s utterance, not to establish any
broader [or ‘subtle and profound’] intertextual relationship. (p. 32)

This is a vital distinction to make, but it is not without its own complications. For if an
‘allusion’ is a kind of marker (that ‘fragmentary or periphrastic’ (literal) incorporation of a
text), whilst ‘allusiveness’ is an effect or quality, then we are faced with the embarrassment of
the nonallusive allusion. Stein ostensibly escapes this by preferring the term ‘echo’, avowedly
‘because it is broader, more flexible, and, in view of Wordsworth’s own attitudes towards
poeisis and poetics, more apt than “allusion” or “parallel”’ (p. 3). His phrase, ‘nonalluding
echoes’ (p. 223), is less awkward than ‘nonalluding allusion’, but that the contradiction has not
really been escaped becomes apparent later in his book, when he is forced to admit of one
instance of relatedness that it ‘does not work as a genuine allusion’, and of others that ‘many
are allusively inert echoes’, not used ‘in a revisionary, allusive way’ (pp. 155, 159, 165), even
though he has grouped them all under the chapter heading ‘assimilative allusion’. By this last
term Stein is seeking to identify a mode of allusion that does not operate by the ironic,
‘comparative’ wit with which we have come to associate ‘allusion’. Yet Stein himself cannot
relinquish these qualities in relation to ‘allusiveness’ (as seen by his definition of it, quoted

above). Between these two nouns, ‘allusion’ and ‘allusiveness’, the adjective is caught, and the

3 Likewise, Hollander seems to treat ‘profound’ and ‘subtle’ as complements, since he links them
with ‘and’, but, in a consideration of the effects of an allusion or echo, surely they could as easily
contrast.
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contradiction is made clearer still if we consider the verb. ‘To allude’ is, presumably, to make
an allusion. But can it be done nonallusively?

The only way to heal the breach between an ‘allusion’ and ‘allusiveness’ would be to
delimit the former further, to abandon, that is, the definition of it according to the nature of the
marker (as made by Stein), and to define it by its effects — in short, by its allusiveness. Thus, if
what we have tended to call an ‘allusion’ does not work allusively, to ‘entrain a manifest
enrichment of connotation in the alluding text’ (Stein, p. 223, n. 3) — an enrichment that
involves some sense of irony, of difference, between the allusion’s old and new contexts — we
shall no longer call it an ‘allusion’. So what term might take its place? Stein, we have seen,
uses ‘echo’, but only to avoid the appearance of nonsensicality, and because ‘echo’ is his
favoured term generally. But it is insufficient to relegate this term to become merely
designatory of nonallusive references. Whilst those that do enrich, if not quite allusively, by
creating an atmosphere, endowing a sense of tradition perhaps, or ‘thickening ... a mood’
(Stein, p. 116) might acceptably be called ‘echoes’, those that do not must be left, simply, as
‘borrowings’ — not as reprehensible as ‘plagiarisms’ unless they are pretending to originality,
but basically uninteresting.*

The defining principles considered so far — firstly, the obviousness of the marker, and
secondly, the effect of the device as a whole — have been dictated by a consideration of what
was loosely, problematically thought of as ‘allusion’. ‘Echo’, in this scheme, was an
afterthought, unsatisfactorily employed to fill the gap vacated by the undesirable ‘nonallusive
allusion’. If ‘borrowings’ replaces ‘echoes’ in this context, then the term ‘echo’ is free to be
more satisfactorily defined in other ways. Bate, for example, shifts the focus away from the
reproduction of words themselves to consider other verbal effects, suggesting that ‘aural and
rhythmic correspondences are best defined as echoes’ (p. 32), and another quality that is
unique to ‘echo’ is its technical employment as fragmented repetition. In his third chapter,
‘Echo Schematic’, Hollander discusses this use of echo — a recreation of the effects of natural

echo, endowed with the associations of the two main myths of Echo — as a voice that ironically

* W. J. B. Owen gives, with evidence from Wordsworth’s and Coleridge’s own comment, an
interesting reason for Wordsworth’s uninteresting borrowings: Wordsworth sometimes used ‘inapt’
allusions (borrowings) because of a habit learned from the public school exercise of composing in
Latin, which involved a lot of patchworking from Latin authorities. (‘Literary Echoes in The
Prelude’, WC 3 (1972), 3-16). See PW IV, 396-97 for a “poem”, published in 1835 with a note
describing it as ‘a fine stanza of Akenside, connected with a still finer from Beattie, by a couplet of
Thomson.’

23



interprets or satirizes, augments or reduces, its source. These effects of sound, rhythm, and
wordplay are all assuredly well named as echo.

For the moment, some clear distinctions seem to have been drawn. Quotation is a
clearly marked reference. It may be richly resonant (allusive), or else employed for less poetic
and more practical reasons, as in the citing of a precedent. In other words, it is sometimes
profound in effect, though its physical incorporation is unsubtle. Allusion goes unmarked but is
always rich. The nonallusive allusion has been abolished: it is not an allusion, but only a
borrowing (though, in practice; the pretensions of a borrowing to the status of an allusion are
always to be argued over). There are several kinds of echo: Hollander’s specialized vehicle of
wordplay, and Bate’s more generalized effect of thythm or sound; unmarked, like allusion and
borrowing, but, unlike them, not defined by its semantic richness. This kind of echo conjures
mood, creates atmosphere, and engineers tone leaving pointed wit and comment to allusion.
(Again, in practice, the status of an individual echo/allusion will be debatable).

ii
Intentionality and Consciousness

‘“That allusions are intentional is an axiom shared by most theorists of the subject’, Bate points
out (p. 35), and quotes Hollander: ‘an inadvertent allusion is a kind of solecism’ (p. 64 — also
quoted by Stein, p. 223), and James K Chandler: ‘an allusion is an intentional echo of an
earlier text: it not only reminds us; it means to remind us’ 3 Echoes, it has been considered, are
often unintentional. But though the notion of intentionality can theoretically be extracted as the
determining factor, it is in practice usually secondary to the interpretation of the reference’s
effects. For when an ‘echo’ has little effect, a critic may venture that it was unconsciously
made; that it is, indeed, an ‘echo’. But if a witty ironic point can be construed, then it is likely
to have been consciously constructed, and the echo is promoted to ‘allusion’.

- Allusiveness of the most pointed, exact kind tends to preclude the possibility of its
having been achieved unconsciously. For example, Wordsworth’s reworking of Milton’s ‘“The
world was all before them’ (Paradise Lost X1I 646) at the opening of The Prelude is so
precisely appropriate — the beginning of the epic of a fallen man picking up where Milton’s tale

of unfallen Adam ended, Wordsworth’s voyage of discovery analogous to that on which Adam

5 James K. Chandler, ‘Romantic Allusiveness’, Critical Inquiry, 8 (1981-82), 461-87 (p. 463). Itis
interesting to note that Hollander’s pronouncement is more qualified than is suggested by its
quotation out of context, and that in his preface he declines too close engagement with ‘theories of
consciousness, intention’ and so forth (p. ix).
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