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Abstract

Poems by Eminent Ladies:
A Study of an Eighteenth-Century Anthology

Chantel Michelle Lavoie
Doctor of Philosophy, 1999
Graduate Department of English

University of Toronto

This is a study of Poems by Eminent Ladies, the first anthology devoted
exclusively to English poetry by women, edited by George Colman and Bonnell
Thornton, and published by Richard Baldwin in 1755. The eighteen poets in this
collection range socially and chronologically from Margaret Cavendish, Duchess of
Newcastle (1624?-1674) to Mary Leapor, kitchen maid (1722-46). The intersection
between bibliography, biography, and versification which occurs in all poetic anthologies
is in this case complicated by a project that seeks to package female poets (some well
known, others obscure) for the reading public.

Chapter One gives an overview of the literary environment that shaped the
anthology. Here, I discuss the influences behind this collection. I also explore changing
tastes and the marketplace at mid-century, as well as the ways in which women writers fit
into the evolving milieu. Chapter Two discusses the background of the two editors, as
well as the history of printed verse anthologies. I also address issues of publication that
impact on the collection in this chapter, in particular the innovative use of alphabetical
order in a verse anthology that seems to participate in an encyclopedic movement at mid-
century. Chapter Three provides the reader with a table of the contents of the anthology
together with basic information such as the dates of the poets, and the sources of the

poems.

.



Chapters Four through Seven deal with the authors, arranged roughly
chronologically in groups of four or more poets. In each of these chapters I address
broader issues relating to that group. Whereas essential biographical and bibliographical
facts about each poet are noted, the focus is a discussion of the poems that appear in PEL,
and the impact of each woman’s appearance in the anthology.

Chapter Four deals with seventeenth-century writers in the collection, as essential
models of female writing within the tradition that Colman and Thornton map out:
Cavendish, Philips, Behn, Killigrew, and Chudleigh. Chapter Five speaks to writers at
the turn of the century, and ways in which they dealt with appearing in print: Finch,
Monck, Cockburn, Rowe. Chapter Six discusses the change in social status among
female poets in the 1730s and 40s. In Chapter Seven, I explore the verses of poets who
were still living at mid-century, when PEL appeared: Montagu, Masters, Jones, Cowper
(Madan), and Carter.

In Chapter Eight I consider later editions of the collection, and some of the
memoirs and anthologies that followed PEL which testify to its influence. In my
conclusion I address poetic resonance within PEL itself. Whether or not the editors
intended it, themes such as love, marriage, writing, illness and death appear in various
guises throughout the anthology. Here a variety of voices echo and dispute one another,

and participate in a specific literary moment at mid-century.
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INTRODUCTION

This study considers Poems by Eminent Ladies, a two-volume anthology of
eighteen poets that was compiled by George Colman and Bonnell Thornton in 1755. No
printed collection of verse had been devoted exclusively to poetry by women before this,
and my aim is to explore the significance to literary history of this phenomenon. In
addressing PEL both as a physical object and as a unique reading experience --the first
attempt to determine and justify a canon of women’s writings-- I discuss other books and
genres that influenced the make-up of the anthology, both the texts which served as
sources of verse, and those which stood already as models of writing about women.

Recent scholarship has transformed our knowledge and understanding of women’s
writing in the late seventeenth and early eighteenth centuries. I have drawn from works
that deal with various aspects of canonicity in this thesis. Roger Lonsdale’s fruitful
anthology, Eighteenth-Century Women Poets, points the way toward a fuller discussion of
women writers, their work, and their impact on the literary marketplace of the period.
Margaret Ezell’s Writing Women's Literary History and Germaine Greer'’s Slip-shod
Sybils: Recognition, Rejection and the Woman Poet address the need to examine the
intersection between biography and bibliography, and to interrogate the ways in which
this intersection has been negotiated in scholarship over the centuries. As well, recent
investigation into the nature of the book, in particular, anthological inquiries like Michael
Suarez’s detailed edition of Robert Dodsley’s Coilection of Poems by Several Hands, and
Barbara Benedict’s Making the Modern Reader: Cultural Mediation in Early Modern
Literary Anthologies, argue that eighteenth-century anthologies both reflected and
prescribed literary taste. In Making the English Canon, Jonathan Brody Kramnick argues
that “The English literary canon achieved its definitive shape during the middle decades
of the eighteenth century.” PEL testifies to the importance of locating women writers in
this area of study. The unprecedented historical introductions to each poet’s verse in
PEL, for example, provide biographical information about the poets, and testify to the
editorial desire to package writing women as curiosities, heroines, or both. These
bibliographical preambles instruct the reader, and intrude upon the text. They suggest a
meeting place between literature, literary history, women’s studies, and the singular
nature of the anthology as a genre.

IMalu‘ng the English Canon: Print-Capitalism and the Cultural Past, 1700-1770 (Cambridge: Cambridge
UP, 1998) 1.



In my first chapter I concentrate on the print history of women poets prior to PEL
and the literary environment into which PEL appeared at mid-century. Here, [ examine
the texts by which Colman and Thomton were guided in their choice of poets and of
poems. In my second chapter, I discuss the backgrounds of Colman and Thomton and
their role as editors. I address a number of issues relating to print and the publication of
PEL, such as the use of italics and capitalizing. I also explore the organizing principle
behind the construction of the two volumes. Rather than presenting the poets in random
or chronological order, the editors instead introduced them alphabetically. The sequence
is both democratic and curiously malleable, and speaks to the many encyclopaedic
projects that were undertaken at mid-century.

Chapter Three, titled “Contents and Sources,” provides basic bibliographical
information about the anthology, the order of the poems, page allotment, and the sources
that the editors used in compiling the verses for their collection. Due to the nature of this
project, a degree of repetition of bibliographical facts is inevitable in the chapters that
follow. The reader should refer to relevant sections of Chapter Three for the placement,
length, and full titles of the poems when reading my discussion of authors in the later
sections.

In chapters four through seven I discuss the eighteen authors whose works make
up PEL. Although introduced alphabetically in the anthology, the poets range from the
middle of the seventeenth century to the middle of the eighteenth, and I consider them in
roughly chronological order to deal with groups of women for whom similar issues of
publication history and reputation are relevant. A great deal of biographical scholarship
has been done on most of the women in PEL. Whereas I do give brief overviews of each
writer’s life at the beginning of each section, my focus remains on the poet’s work as it
appears in the anthology, as well as the impact of the anthology on each writer’s place in,
or on the margins of, the canon.

The eighteen authors in PEL run the gamut from the extremely well-known and
widely read dramatist and novelist Aphra Behn, to the obscure Irish poet, Constantia
Grierson. The space allotted each varies drastically, from four pages for Elizabeth
Carter’s poetry, to the 117 pages allowed Mary Leapor. There are significant gaps, too, in
terms of social status and economic well-being; Lance Bertelsen does not indulge in
hyperbole in describing PEL as a collection that includes writers “from hacks to

heiresses.”?

?Lance Bertelsen, The Nonsense Club: Literature and Popular Culture, 1749-1764 (Oxford: Clarendon,
1986) 59.



In Chapter Eight I briefly discuss later editions of PEL, as well as the influence it
had on subsequent attempts at canon formation, both in biographies and anthologies of
early women writers. In my Conclusion, I turn to issues of poetic resonance within the
anthology itself. Whether or not editorial intention was behind the many thematic echoes
that occur in these two volumes, such topics as love and marriage, mortality, friendship, a
woman’s place, and the anxiety of writing and of publishing do repeat and reflect on one
another. When PEL is considered as a whole, poems and poets that had not previously
appeared alongside one another in print engage in a variety of dialogues, and the
anthology resonates with voices contributing to a specific literary moment.




CHAPTER ONE
Arbiters of Wit: Anthologizing Women Writers

On May 1, 1755, The Public Advertiser informed readers that another verse anthology

had been printed in London and was now for sale:

This Day are publish’d, / In two neat Pocket Volumes, Price 6 s. / POEMS

by eminent LADIES, particularly / Mrs. Barber, Mrs. Behn, Miss Carter,

Lady Chudleigh, Mrs. Cockburn, Mrs. Grierson, Mrs. Jones, Mrs. Killigrew,
Mrs. Leapor, Mrs. Madan, Mrs. Masters, Lady M. W. Montague, Mrs. Monck,
Dutchess of Newcastle, Mrs. K. Philips, Mrs. Pilkington, Mrs. Rowe, Lady
Winchelsea. . . . Printed for R. Baldwin at the Rose in Pater-noster-Rowe;
and sold by all the Booksellers in Town and Country.'

Two weeks later, the pseudonymous Mr. Town, “critic and censor-general” of the
Connoisseur, described a dream sequence prompted by a visit to the home of “a lady of
great sense and taste.” Here he discovers “two little volumes. . . lately published under
the title of “Poems by Eminent Ladies.” Mr. Town agrees with the author of the Preface
to these volumes, who claims them as “the most solid compliment that can possibly be
paid to the fair sex.” Upon returning home, he falls asleep, is transported to Parnassus,
and finds himself in the Court of Apollo, “surrounded by a great number of our most
eminent poets.” In their midst, Mr. Town has the privileged position of earthly observer

in a case under earnest dispute:

whether the English ladies, who had distinguished themselves in poetry,
should be allowed to hold the same rank, and have the same honours

paid them, with the men. As the moderns were not permitted to plead in

their own suit, Juvenal was retained on the side of the male poets, and

Sappho undertook the defence of the other sex. The Roman Satirist, in his
speech at the bar, inveighed bitterly against women in general, and particularly
exclaimed against their dabbling in literature: but when Sappho came to set
forth the pretensions which the ladies justly had to poetry, and especially in

'The Public Advertiser (1 May, 1755). The same advertisement appeared several times throughout the
month of May and into June. A similar notice also appeared, beginning May 6, in the Daily Advertiser.
The phrase “This day are published” did not necessarily indicate the first day of publication.

*Connoisseur #69, 22 May, 1755, 2 vols. (London: printed for Richard Baldwin, 1754-1756) I: 409-14. All
subsequent references to the Connoisseur are taken from this edition.



love affairs, Apollo could no longer resist the importunity of the Muses in
favour of their own sex. He therefore decreed that all those females, who
thought themselves able to manage Pegasus, should immediately show their
skill and dexterity in riding him.}

Presently a number of women attempt the task, and succeed in proving their ability to ride
the mythical beast. Most of them also require assistance from the men in attendance,
either to mount or dismount Pegasus. Anne Killigrew, for example, is helped into the
saddle by John Dryden, and Jonathan Swift holds the stirrup for Dublin poet Mary
Barber. This assisted ascent into the saddle again mirrors the Preface to Poems by
Eminent Ladies (also quoted in the Public Advertiser notice ), which states that the ladies
have been “celebrated by . . . cotemporary poets, and. . . particularly distinguished by the
most lavish encomiums either from Cowley, Dryden, Creech, Pope, or Swift.”™

For all the enthusiasm Mr. Town expresses about PEL, there are nevertheless
difficulties inherent in reading the anthology in light of Town’s recommendation.
Sappho’s opposition to Juvenal, for example, places women writers firmly outside the
genre of satire, except as subjects, and Town’s vision reaffirms the clichéd notion that
women excel chiefly at composing verse on “love affairs.” By contrast, one of the
prefatory texts in the anthology itself is a letter from the poet Mary Jones, praising Mary
Barber for refraining from composing verse about romantic love. Jones wishes that this
subject “had been exhausted seventeen hundred years ago,” for it is a “pity, that this
passion alone should set us to rhyming.™ Truly eminent ladies, her letter intimates, do
not write about love affairs, yet the amorous Sappho is their advocate on Mr. Town’s
Parnassus.

The tension between passion and control is central to the rhetorical trope that

drives Town’s vision. His sardonic manipulation of the well-worn horse and rider

3Connoisseur #69, 410.
‘Poems by Eminent Ladies, 2 vols. (London: for R. Baldwin, 1755) I: iii.

S“Extract of a Letter from Mrs. Jones to The Hon. Miss Lovelace,” PEL, I: 6. Elizabeth Carter praised
Elizabeth Rowe in similar terms: “Long did romance o'er female wits prevail, / Th’intriguing novel and the
wanton tale. / What different subjects in thy pages shine!”, “On the Death of Mrs. Rowe,” GAM (1737) 247,
11.10-12.



metaphor for the creation of poetry not only comments on the awkward position of female
writers in general, but is applied variously to the poets present at the trial. Along with his
insinuation of the need for male guidance in intellectual matters, he relishes both the
sexual suggestiveness of horse and rider, and the questionable exhibition that results from
publication. Each equestrienne reveals by her riding style the personality behind her
poetry; Aphra Behn causes the muses to blush when she insists on riding astride, only to
“shew[ ] her legs at every motion of the horse,” and Laetitia Pilkington, the last to mount,
thrashes about violently to thwart her husband’s attempt to prevent her ride, then takes the
horse through “the most filthy places.” ¢ Finally, she strikes the dreaming narrator awake
when he ventures to help her dismount (or to get a closer look).

The farcical nature of the essay, and Mr. Town’s observation of the female body,
tend to divert attention away from the issue of poetry itself, but do not eclipse it. The
reader is left with an inchoate impression that female poets do deserve recognition and
praise for their writings: Milton, who along with Shakespeare helps the Duchess of
Newcastle from the saddle, is also discomfited by her reciting some of her lines on
melancholy, for “it was whispered by some, that he was obliged for many of the thoughts
in his L 'Allegro and Il Penseroso to this lady’s Dialogue between Mirth and
Melancholy.”” Satirical and indubitably patronizing, Mr. Town’s vision nevertheless
provides testimony to the poetic strength of women, and functions as a resounding
advertisement for the newly published Poems by Eminent Ladies.

The kind of approbation for the women in the anthology that we find in Mr.
Town’s essay is not characteristic of the Connoisseur. In a number of issues, Town
echoes the complicated misogyny of his day with the type of mock-chivalry we witness in
essay #69, but without its same saving grace. Women are generally depicted in the
periodical as creatures who favour the ridiculous in dress and behaviour. Asin

Alexander Pope’s piece on “the Characters of Women,” the fair sex is unlikely to be the

SConnoisseur #69, 413, 414.

"Connoisseur #69, 412.



source of intelligent or original thought.® The Connoisseur is ripe with jibes such as the
need for a “female thermometer” to gauge the wide variety of women'’s temperaments. In
his fourth essay, Mr. Town described a class of women called “Demi-reps; a word not to
be found in any of our dictionaries™ as an order founded “by some ladies eminent for their
public spirit, with a view of raising their half of the species to a level with the other in the
unbounded license of their enjoyments. By this artifice,” he explained, “the most open
violation of modesty takes the name of innocent freedom and gayety; and as long as the
last failing remains a secret, the lady’s honour is spotless and untainted.””

Preceding the Connoisseur by almost two decades, the sixth issue of Mary
Wortley Montagu’s short-lived periodical The Nonesense of Common Sense warns
women against writers who “with a Sneer of affected Admiration, would throw you
below the Dignity of the human Species.” Those who profess themselves admirers of the
fair sex, she argues, often treat women with a contemptuous flattery that expects nothing
of them, and encourages them to ask nothing of themselves, which in turn “renders them
useless members of the commonwealth.”'® It is this sneer of which we must be wary in
every text, including perhaps the epigraph on the title-page of PEL, taken from Abraham
Cowley’s “Ode™ to Katherine Philips, “We allow’d you Beauty, and we did submit/ To

“‘How many pictures of one Nymph we view, / All how unlike each other, all how true!” “Epistle II. To a
Lady: Of the Characters of Women,” The Poems of Alexander Pope. 1 vol. Twickenham edition, ed. John
Butt (New Haven: Yale UP 1963) 559-69, //.-6. Subsequent quotations from Pope are from this edition.

’Connoisseur #4, Feb. 21, 1754, 1: 19-24. This essay condemns those women for whom marriage hides all
sin, reiterating the sentiments expressed by Henry Fielding in a number of the poems in his 1743
Miscellanies. Fielding's “Part of Juvenal's Sixth Satire, modemized in Burlesque Verse” is especially
apropos, in its suggestion that all husbands are cuckolds:

And who would lose the precious Joy

Of a fine thumping darling Boy?

Who, while you dance him, calls you Daddy,

(So he's instructed by my Lady.)
Miscellanies, 3 vols. (Oxford: Clarendon, 1972) Ed. Henry Knight Miller, 1: 85-117, //.55-58. The same
anxiety about illegitimate birth appears frequently throughout the period, as in “Three Hours After
Marriage” by Gay, Pope, and Arbuthnot. (London, 1717).

""Mary Wortley Montagu, The Nonesense of Common-Sense, #6 (London, Tuesday, Jan. 24, 1738). Nine
issues were published in 1737-1738. The series was designed to counter the weekly anti-Walpole
publication, Common Sense.



all the Tyrannies of it. / Ah, cruel Sex! will you depose us too in Wit?”"!' Germaine Greer
(who calls Cowley “exceptionally unsympathetic to women, even for an Englishman™)
suggests that during the first half of the eighteenth century, at least, much of the writing
by men about women writers proffered praise so extravagant as to be ridiculous, therefore
mocking the female poet, and simultaneously highlighting how extraordinary she was."

Female weaknesses are seldom the focus in Mr. Town’s writings. Rather, they
provide opportunity for wry asides: “The fair sex ,” for example, is held to be “too
thoughtless to concern itself in deep inquiries into matters of religion.”" Other than the
trial on Parnassus, there is almost no mention elsewhere in the periodical of women
writing. When the topic does arise, it is dealt with shortly: “Our ladies are, indeed, very
well qualified to publish recitals of amours. . . “!* Again, the reader is informed that love
is not a subject worthy of really exceptional verse. Passion, it seems, limits what women
are “qualified” to produce.

At such moments, Mr. Town is participating in a tradition that required little
justification. Countless critics (not all of them male) evaluated women’s writings by
illustrating a necessary link between talent and modesty, and by mocking and
discouraging the hack female writer in personal terms. The result was satire aimed at the
pseudo-erudite woman who proved that a little learning was, in literature, a dangerous
thing. Pope, Gay and Arbuthnot illustrate this point with the notorious Phoebe Clinket,
priestess of doggerel and bombast in Three Hours after Marriage, who harmed her
reputation without knowing she did so. When Clinket and Sir Tremendous have a chat

about writing, they indulge in a terminology that calls into doubt the purity of literary

""Countless writers had identified women as easy targets, and divided the female population into good and
wicked “Rochester, Swift, and Young, to name only three. For the most comprehensive discussion of these
portrayals, see Felicity Nussbaum, The Brink of All We Hate: English Satires on Women 1660-1750
(Lexington: UP of Kentucky, 1984).

'*Germaine Greer, Slip-shod Sibyls: Recognition, Rejection and the Woman Poer (London: Viking, 1995)
135; 36-64, passim.

BConnoisseur #9, March 28, 1754, I: 49-54.
"“Connoisseur, #24, July 11, 1754, I: 139-144. Tobias Smollett touched on the same preoccupation in

1748: “But what was very extraordinary in a female poet, there was not the least mention of love in any of
her performances.” The Adventures of Roderick Random (Oxford: Oxford UP, 1979) 221.



expression: “I am so much charm’d with your manly penetration,” she gushes. “I with
your profound capacity,” he replies." If it was not actually immoral for women to be
overcome by the desire to produce literature, it was often amusing. The four lines in The
Rape of the Lock that so offended Pope’s friend Anne Finch, depict women’s writing as a

symptom of mental or hormonal disorder in the Cave of Spleen:

Parent of Vapours and of Female Wit,

Who give th’ Hysteric or Poetic Fit,

On various Tempers act in various Ways

Make some take Physic, others scribble Plays.'

There was something ridiculous, apparently, either in women’s writings, or in the
act of women writing, an attitude often expressed under the guise of a concern for the
English language, which could, in a woman’s world, turn chaotic and troubling. In
Edward Moore’s periodical, The World, Philip Stanhope, Lord Chesterfield,
congratulated Samuel Johnson on the forthcoming Dictionary of the English Language,
stating “it must be owned that our language is at present in a state of anarchy.”"” He vows
to let the dictionary dictate usage to him, but also suggests that Johnson temper his
impartiality with gallantry when it comes to the ladies, who have created a new, polite
lexicon which confuses grammar and jumbles syllables. “Language is indisputably the
more immediate province of the fair sex,” he jeers, “there they shine, there they excel.
The torrents of their eloquence. . . bear away, in one promiscuous heap, nouns, pronouns,

verbs, moods, and tenses.”"* What Chesterfield describes is a feminine English,

"*Act I. “Three Hours After Marriage.” It is worth remembering, however, that Clinket is the only female
member of the household untroubled by the prospect of a “touchstone of virginity” by which the women are
to be tested.

'®“The Rape of the Lock,” Poems, 234, vi: I.58-61.

""Chesterfield, #100, Nov. 28, 1754, The World... by Adam Fitz-Adam (usually Edward Moore}, 2 vols.
(London: pr. for R. Dodsley, 1753-1756) 599-604.

"*Chestertield, World, #101, Dec. 5, 1754. 605-606. Chesterfield was participating in a long-standing
tradition in which dictionaries in the vemacular were specified as being “for the benefit and helpe of Ladies,
Gentlewomen, or any other unskilled persons.” Juliet Fleming demonstrates a far-reaching emphasis on
“female difference” in the early history of English lexicography, in “Dictionary English and the Female



10

untempered by tradition, logic, or the proper sort of education. Johnson, himself
suspicious of the new “Amazons of the pen,” was equally offended by male writers who
embraced “female phrases and fashionable barbarisms.”"

These depictions, though, were themselves as variegated as the streaks of the
tulip, and justified by the certainty that “Woman’s at best a Contradiction still.”* Just as
the connoisseur’s tone of amused condescension is an evolved, diluted inheritance from
literary forefathers, the specific inspiration for Mr. Town indulging in encomium in essay
#69 This breezy suggestion of poetic equality between the sexes™ is not difficult to trace.
Women were writing, and readers were buying their books. As Roger Lonsdale
demonstrates, publications by women multiplied steadily over the decades of the
eighteenth century. From the 1730s women were finding it increasingly acceptable, as
well as lucrative, to publish their verse, particularly by subscription, and by mid-century
there was a noticeable change in the attitude to women who evinced either an untutored,
“natural” eloquence, or who were more educated (within reason) than the rest of the
female population.®' Certainly the subscription collected in a particular region for a
widow with a skill for rhyming, or any otherwise respectable, financially constrained
woman, often constituted a reputable charitable effort. That women as a group had
achieved an excellence in poetry equal to that of male poets is now and then asserted,

often facetiously. The Connoisseur article, then, does two things at once. It elevates

Tongue,” Privileging Gender in Early Modern England, ed. Jean R. Brink (Ann Arbor: Edwards Brothers,
1993) 175-204: 176.

johnson, Idler, #77, 6 October, 1759. The Yale Edition of the Works of Samuel Johnson. 16 vols. Ed.
W. J. Bate et al. (New Haven: Yale UP, 1963) II: 240. Johnson also had a number of female writers as
friends, including Elizabeth Carter, Mary Jones and Mary Masters.

“Pape, “Epistle 1. To a Lady,” Poems, 559-569, il. 269-270. Connoisseur #4 (Feb. 21, 1754) argues that
“the difference between the several species [of women] in the scale of being is just sufficient to preserve
their distinction; the highest of one order approaching so near to the lowest of the other, that the gradation is
hard to be determined; as the colours of the rainbow, through an infinite variety of shades, die away into
each other imperceptibly.” Town's pronouncement echoes both the variety, and the ethereal quality, of
Pope's “Dip in the Rainbow, trick her off in Air.” (“To a Lady,” /.18).

*'Roger Lonsdale, Eighteenth-Century Women Poets (Oxford; NY: Oxford UP, 1989). “Introduction,” i-
xlvii: xxvii. Cheryl Tumer has demonstrated the rise in women's fictional prose in tandem with the
increasing commercialization of literature in the eighteenth century in Living by the Pen: Women Writers in
the Eighteenth Century (London and NY: Routledge, 1992).



women to a place of honour by giving Mr. Town’s stamp of approval to the new
collection of verse, and it puts them in their place with humour.

The Pamassian vision is more than the recommendation of another new book by
one woman. It functions as an actual advertisement for Poems by Eminent Ladies, a
collection unlike any other in the period in its exclusive focus on women. Not only were
the Connoisseur and PEL brought out by the same bookseller, Richard Baldwin, but the
same two men who gave life to the persona of the amusing Mr. Town also compiled PEL.
These were George Colman (1732-1794) and Bonnell Thomton (1725-1768), friends at
Oxford and then in London during the 1750s.2 Mr. Town’s vision, which complements
the Preface to the anthology, is therefore a recommendation by the same men who wrote
that Preface. Town'’s narrative is funnier, more enthusiastic, and more ambiguous than
the assertion in PEL that “There is indeed no reason to be assigned why the poetical
attempts of females should not be well received, unless it can be demonstrated that fancy
and judgment are wholly confined to one half of our species.” The “critic and censor-
general” is the aggregate alter ego of Colman and Thornton; in Town’s ephemeral essay
he is at work simultaneously building up, and deconstructing, his own serious anthology.
While the rides on Pegasus seem to answer in the affirmative the query about a place for
women on Pamassus, it is not at all clear from Connoisseur #69 whether the anthology
that it puffs is indeed “the most solid compliment that can possibly be paid the fair sex,”

or whether women'’s poetry can do no more than complement the writings of men.
I. A Mid-Century Impulse
In the late seventeenth century it was the popularity of writings by Katherine

Philips, the Matchless Orinda, and Aphra Behn, the English Sappho, which suggested the

possibility for women writers to see their work in print. Others, like playwrights

22pNB lists Thornton’s birth date as 1724, Alumni Westminsteriensis, 1726, but Lance Bertelsen has found
the date of his Christening, 28 September, 17285, recorded in the register of St. Paul Covent Garden.
Bertelsen, Nonsense Club, 13.

BpEL, I: iii.
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Delariviére Manley and Catharine Trotter (later Cockburn), and religious poet Elizabeth
Singer (later Rowe), became familiar to the reading public in the last decade of the
century. By the early decades of the eighteenth century, Jeslyn Medoff notes,
“booksellers of the time were quite willing to attach a female designation to a romance,
play or love lyric, preferably a young woman’s full name,” though most appeared as
written by “A young Lady” or “A Lady of quality.”** With the changing attitude in
English literary and theatrical taste, however, a movement away from the license of the
age and towards an increasingly “moral” and sentimental outlook impeded the relative
freedom women had enjoyed to write and print. Behn’s reputation is well-documented as
having taken a drastic downward spiral toward the end of the seventeenth century, and
critics in the eighteenth heaped opprobrium upon her memory and her works.

Resourceful women were often able to adapt to these changing attitudes and
rework the female writer into a new entity. This was the case with Catharine Trotter
Cockburn, who enjoyed success writing drama in the 1690s, then fell into disfavour,
partly due to criticism leveled at her by her former friend Delariviére Manley. Cockburn
resurrected herself as a minor poet who, through marriage, came to prioritize family,
home, and religion over social comedy. She constructed herself as a modest matron,
while excising several of the more interesting products of her youth, and was anointed
with more respectability still two years after her death when the Reverend Thomas Birch
brought out the Works of Mrs. Catharine Cockburn in 1751.%

Female writers were not a recent phenomenon, therefore, but their potential was
also not yet fully tapped, and the 1750s marked a watershed for interest in, and the
proliferation of, books that highlighted women’s writings. It is this sort of interest of
which Colman and Thomnton took notice. As they had taken their cue in creating the
Connoisseur from periodical essayists before them --Addison, Hawkesworth, Moore, and
Johnson™ while making their efforts new, Colman and Thomton were following a trend

among men of letters in producing their unusual anthology. Periodicals such as The

*Jeslyn Medoff, “The daughters of Behn and the problems of reputation,” Women, Writing, History, 1640-
1740, ed. Isobel Grundy and Susan Wiseman (Athens: U ofGeorgia Press, 1992) 33-54: 33.

*The Works of Mrs. Catharine Cockburn, Theological, Moral, Dramatic, and Poetical (London, 1751).
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Lady’s Weekly Magazine in 1747, and The Ladies Magazine; or, the Universal
Entertainer (1749 through 1753) still featured mostly male writers, but evidenced an
increasing awareness both of women reading and women writing. Thomas Seward, father
of the poet and novelist Anna Seward, wrote “The Female Right to Literature,” an
impassioned poem replete with Amazonian imagery, which appeared in Robert Dodsley’s
1748 Collection of Poems by Several Hands. In the same month that saw publication of
PEL, a satire on Female Taste by “a Barrister of the Middle Temple” was advertised in
the same periodicals.*® Several of the women whose work appears in PEL were still
writing at mid-century; Mary Jones at Oxford had produced a volume of verse and letters
in 1750, Mary Masters did the same in 1755, and Elizabeth Carter had yet to do her best
work.

It was also a period of great encyclopaedic endeavours through which Colman and
Thornton were introduced to female writers of the past. The editors were acquainted, for
example, with Theophilus Cibber’s and Robert Shiells’ five-volume Lives of the Poets,
produced in 1752, where they encountered more or less detailed descriptions of the lives
of eleven of the poets they later included in PEL.¥ The day before PEL was first
advertised, moreover, the Public Advertiser noted the appearance of Memoirs of Several
Ladies of Great Britain. Interspersed with Literary Reflections, and Accounts of
Antiquities and curious Things, in several Letters.®® Biographical collections sometimes

included a few poems or excerpts alongside the brief lives of authors, which Cibber and

*Female Taste: a satire. In two epistles (London, 1755). The writer drags out all the clichés, here, about
women who do not attend church, but “never miss” midnight dances, and wear high heels because they
would rather “break a leg or two / Then([sic] not regard what others do.”

¥ Lives of the Poets of Great Britain and Ireland, to the Time of Dean Swift (London: pr. for R. Griffiths,
1753). These are Philips, Cavendish, Killigrew, Behn, Chudleigh, Monck, Finch, Rowe, Cockburn,
Grierson, and Pilkington. Colman and Thomton acknowledge in particular their indebtedness to Cibber and
Shiells for the biographical material on Behn (at six pages, the longest introduction in the anthology).
Despite the title page, which credits Cibber “and several other hands,” the compilation of Lives of the Poets
is now mostly attributed to Robert Shiells. See James Boswell, Life of Johnson, 6 vols., ed. George
Birkbeck Hill and L. F. Powell (Oxford: Clarendon, 1953) III: 130n: “Mr. Shiells was the author of the
‘Lives of the Poets’ to which the name of “Cibber” is affixed.”

*Memoirs, containing the Lives of Several Ladies of Great Britain (London, 1755; reissued with cancel
title-page, 1769); Public Advertiser 30 April, 1755; rpt. May 27. These Memoirs, by the eccentric Thomas



Shiells did, as did Thomas Birch in his section on the Countess of Winchilsea in his ten-
volume expansion of Pierre Bayle’s Dictionaire Generale.” A new creation, too, was a
much-expanded version of this, the Biographia Britannica, which also recorded the lives
of various authors.”® That said, the conflation of verse miscellany and encyclopedia or
memoir was almost unheard of. By providing biographical introductions, Colman and
Thomton seem to have been applying to each of their authors the precepts set down by
Eliza Haywood (1693?-1756) in the first Female Spectator: “In order to be as little
deceiv’d as possible, I, for my own part, love to get as well acquainted as I can with an
Author, before I run the risque of losing my Time in perusing his Work. . . I doubt not
but most People are of this way of thinking.™'

Colman and Thornton acknowledge their debt for a good deal of their
biographical material to George Ballard’s crucial work, Memoirs of Several Ladies of
Great Britain who have been Celebrated for their Writings or Skill in the Learned
Languages, Arts and Sciences (1752). Ballard (1706-1755) was one of eight clerks at
Magdalen College, and he was acquainted at least with Bonnell Thornton at Oxford:
“Bonnell Thomton, M. A. Student of Ch. Ch. Oxon” is listed as one of the subscribers to
the Memoirs.** Ballard’s focus extended back to women of the fifteenth and sixteenth
centuries (Anne Boleyn, Mary, Queen of Scots), but the collection also contains memoirs
of seven of the women later chosen by Colman and Thomton for PEL. Praising his own
age for its profusion of excellent biographies, Ballard expresses wonder in his ‘Preface’,

“how it hath happened, that very many ingenious women of this nation, who were really

Amory (16917-1788) are a perplexing sermon on Christianity, and contain very little about women. In any
case, the title suggests that certain catchwords (particularly “Ladies”™) were considered good marketing.

®Thomas Birch, et al. eds. A General Dictionary, Historical and Critical, 10 vols. (London, 1734-41).
*Biographia Britannica, 10 vols. (London, 1747-66).

*!“The Editor Introduces herself,” The Female Spectator: Being Selections from Mrs. Eliza Haywood's
Periodical First Published in Monthly Parts (1744-46), ed. and intro. Gabrielle M. Firmager (London:
Bristol Classical Press, 1993) 17.

*2John Nichols gives an account of Ballard in Literary Anecdotes of the Eighteenth Century, 9 vols. (1812-
16) I1: 466-470. Ballard, who went to Magdalen College as a clerk at the age of forty-four, was “a most
extraordinary person. . . bred in low life, a stay-maker, or woman's habit-maker” with “a turn for letters."”
He died the month after the publication of PEL.
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possess’d of a great share of learning, and have no doubt, in their time been famous for it,
are not only unknown to the publick in general, but have been passed by in silence by our
great biographers.”” Included in Ballard’s study are Philips, Killigrew, Chudleigh,
Cavendish, Monck, Winchilsea (Finch), and Grierson ~all also in Cibber. Colman and
Thornton were aware that the Memoirs had proved popular, and lucrative for Ballard. The
cursory introduction to Chudleigh provided in PEL ends with a sentence that reads like an
advertisement for the antiquary’s book: “This short account of Lady Chudleigh is
extracted from a much larger of the ingenious Mr. Ballard, published in his entertaining
Memoirs of Learned Ladies.”™

Margaret Ezell notes that it was “Ballard’s practice to send out copies of the
works of the women he was studying to receive comments from academic friends at
Oxford and various antiquarian contacts.” In a letter expressing his own
discouragement at the task before him, Ballard wrote to a friend Charles Littleton,
anticipating the rhetoric of justification that he (and later Colman and Thomton), would

put into place in the published works:

But the Censure pass’d upon the Learned Ladies of great Britain gave me
no small concern. . . . For if we have not above one or two Ladys worthy to
be taken notice of I must consequently be a very stupid Blockhead to put
my self to so much Expence, as to lavish away so much Time + Pains, to so
little Purpose. It was no small satisfaction + Pleasure to me to recollect that
most of the Ladys whose Memoirs I am Collecting have been applauded or

“George Ballard, Memairs of Several Ladies of Great Britain, who have been celebrated for their writings
or Skills in the Learned Languages, Arts and Sciences (Oxford, 1752) vi. Mary (Granville) Delany (1700-
1788), who subscribed for six copies, and acted as patron to Ballard, recorded: “Thursday we spent quietly
at home alone, working and reading Mr. Ballard's ‘Learned Ladies’, which is just come to me. [ think the
performance, as far as | have gone, very well; he does not pretend so much to be an author as a compiler. . .
the style is full as good as could be expected from the man, and void of affectation.” The Autobiography
and Correspaondence of Mary Granville, Mrs. Delany, 3 vols. ed. Lady Llanover (London: R. Bentley,
1861) I: 230 May 12, 1753, to Mrs. Dewes.

MPEL, I: 80. Ballard includes some poems by the women in his Memoirs, but reprinting verse is not his
main goal.

**Margaret Ezell, intro. The Poems and Prose of Mary, Lady Chudleigh. Women Writers in English 1350-
1850 (NY and Oxford: Oxford UP, 1993) xi-xxxvi: xxxiii. This accounts for the notes like that sent to
Ballard by Thomas Rawlins, who appraised Mary Chudleigh as “ye Author of severall Admirable Poems &
other useful Discourses & for rare Wit & Leaming & Eloquence. . . “ BOD Ballard 42, ff.29, n.d.
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extoll’d by the Pens of some of the greatest and most learned Men that they
or any other Nation can boast of.*

Ballard’s sharing out of texts among his friends demonstrates a cautiously enthusiastic
reliance on positive reinforcement from other learned men.*” The practice also indicates
that Bonnell Thomton, at Oxford in 1752 and a subscriber to Ballard’s book, not only
read Ballard’s biographies of Chudleigh and others, but may also have encountered the
poems of many of these poets at least three years before compiling PEL.

Another important text was John Duncombe’s latter-day progress poem, The
Feminiad, first printed in 1754. Duncombe (1729-86), a regular contributor to the
Connoisseur, created in The Feminiad what Jocelyn Harris aptly calls “an epic roll-call of
modern female genius” that pays homage to the celebratory exemplary list, long a favorite
genre of didactic writing about women.”* The author’s intention in writing the poem,
according to the advertisement at the beginning, was to raise “the public Curiosity,”
particularly toward women whose works were not yet in print. Here, Duncombe praises a
number of women either by name: “The warbled notes of ROWE’s ecstatic song. / Old
Avon pleas’d his reedy forehead rears,” or by their noms de plume, usually giving some
identification in a footnote: “The chaste ORINDA rose; with purer light, / Like modest
Cynthia, beaming thro’ the night.”* Most of these women are praiseworthy: “Who can

*BOD Ballard 42, ff.29. This reliance on others was common (and human). In 1688 Aphra Behn wrote
that a miscellany she had edited was “a Garland whose Flowers are cull'd by several Judgments in which I
claim the least part. * Lycidus: Or the Lover in Fashion... Together with a Miscellany of New Poems
(London: pr. for Joseph Knight and Francis Saunders, 1688) B.

*"It also speaks to his thoroughness. Ruth Perry argues that “Little escaped the wide net he pulled through
the deep waters of antiquarian scholarship during the sixteen years his book was in preparation.” See
“George Ballard’s Biographies of Learned Ladies,” Biography in the 18th Century, ed. J. D. Browning.
McMaster University Association for 18th-century Studies, 8 (NY; London: Garland, 1980) 85-111: 86.

**The Feminiad: A Poem (London: for M Cooper, 1754), facsimile edition: Jocelyn Harris, ed. and intro.
(Los Angeles: Clark Memorial Library, UCLA, 1981) v. The poem was reprinted in 1755 in the fourth
edition of Dodsley’s Collection of Poems by Several Hands. Duncombe brought out a second edition
(spelled Feminead) in 1757.

39 Feminiad, Il 158-8
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unmov’d hear WINCHELSEA reveal / Thy horrors, Spleen?” Others, like Restoration
poet Aphra Behn, accused of being “modern,” and Laetitia Pilkington, who in her
memoirs eschewed “spotless virtue,” are taxed with engaging in “the dang’rous sallies of
a wanton Muse.”™' The poem may have helped raise the curiosity of Colman and
Thomton; eight of the poets who appear in The Feminiad were later included in PEL:
Philips, Behn, Cockburn, Rowe, Leapor, Carter, Pilkington, and Winchilsea.

Harris reads Duncombe’s poem as a response to “a sympathetic impulse felt mid-
century towards creative and learned women,” in support of which she cites Ballard’s
Memoirs, as well as the influence of Samuel Richardson, “who drew up his own list of
clever women that he knew.”? Richardson’s friendships with and focus on women in his
writing raised the awareness of a wide readership as to what constituted "and what was
praiseworthy about™ “feminine sensibility.” The characters of Pamela Andrews and
Clarissa Harlowe both served as mid-century models of women who attempted to
articulate virtue in writing.* Both novels underscore the fact that this “sympathetic
impulse” was informed by moral didacticism, to which Duncombe’s treatment of Behn
and Pilkington also testifies. Thomas Amory managed to focus on women long enough
in his Memoirs to state with demanding hyperbole and no hint of irony: “Beauties
especially, with the heads of philosophers, the knowledge of divines, and hearts of
primitive Christians, are characters in our days that cannot be enough admired.” The
flattery directed toward women’s writings was never entirely free from censure, either in
biographical prose or in poetry. Like Duncombe’s selective praise, prescriptions such as
Amory’s could be a form of control; when it came to women in print, the exceptional

virtuous writer seems to prove the rule.

“Feminiad, II. 110-11. “Mrs. Catherine[sic] Phillips. . . was distinguish'd by most of the wits of King
Charles’ reign, and died young; lamented by many of them in commendatory verses prefix'd to her poems.
Her pieces on Friendship are particularly admir'd.” (Duncombe, 12n.)

* Feminiad, 1.152, 148.
“*Harris, “Intro,” vii. Richardson's list is in a letter to Miss Grainger, 8 Sept. 1750 (now at Harvard).
“Indeed, the poem titled “Wisdom,” included as if by Clarissa in the novel, was composed by Elizabeth

Carter, one of the eminent ladies in the anthology. A variant version of the same poem appears in PEL. See
Chapter Three.
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The expansion of the slight canon of women writers to include more
contemporary poets may also be linked to the deaths of Swift and Pope in the previous
decade. The passing of these literary giants, who had ridiculed mediocre writers, may
have relieved the satirical pressure in which the “art of sinking™ was often conflated with
a focus on femaleness. At the same time, ironically, the writings of women with whom
the Scriblerians had corresponded, or otherwise interacted “"women like Mary Wortley
Montagu, Mary Barber, Judith Cowper (later Madan), Laetitia Pilkington, and Anne
Finch™ reminded the reading audience of these men. Even peripheral connections with
Swift and Pope had proven profitable to some of these women before, and could be
profitable again for compilers who included and contextualized them in a print
miscellany. As hinted at in the vision of Connoisseur #69, the influence of Swift and
Pope, as well as that of Dryden, is made much of in PEL. The description in the
anthology of Mary Leapor’s modest library is an example of these lateral associations.
Her collection consisted of “sixteen or seventeen odd volumes, among which were part of
the works of Mr. Pope, her greatest favourite, Dryden’s fables, some volumes of plays,
&

Another way of adding value to women poets was located in the rising interest in
primitivism, a trend of which Leapor again is a model. Dryden had praised Anne
Killigrew by arguing that “Art she had none, yet wanted none: / For Nature did that Want
supply.™¢ Stephen Duck (1705-1756) had put the labourer’s voice to paper; Mary Collier
(d. 1762) responded to this with empathy, annoyance at Duck’s belittling of women’s
work. and one-upmanship.”” Behind the polemics on behalf of untutored genius was the

belief that a marginal voice could be an interesting one.** In the case of poets such as

“Amory, Memoirs, I: xxiv.

$PEL, 1I: 16.

%6.To the Pious Memory Of the Accomplisht Young Lady Mrs. Anne Killigrew,” Poems by Mrs. Anne
Killigrew, facsimile Reproduction, intro. Richard Morton (Gainesville: Scholars, 1967) /l. 71-72.

"Stephen Duck, The Thresher's Labour (1730; rpt. in Duck's Poems on Several Occasions, 1736); Mary
Collier, The Woman's Labour (1739).
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Leapor, whose father was a gardener in Brackley, the notion of the “natural” genius
explained and at times justified her lack of education. As Richard Greene notes, “theories
of primitivism. . . allowed writers, thinkers, and artists to deal with the problems of
disorder without seriously questioning their society.”® One reviewer of the second,
posthumous volume of Leapor’s poetry wrote kindly (and not untruthfully) of “some
letters of this extraordinary young woman, which have a solidity in them far beyond what
could be expected from one of her years, and so destitute of the advantages of education,
for she had no opportunities of improvement.”*® This is not an excuse, but rather a
statement of approval.

Throughout the anthology, Colman and Thornton emphasize in their biographical
interpolations the lack of education enjoyed by most of the poets. On occasion they
suggest the “remarkable™ nature of verses composed in spite of this “want of leaming,”
which might itself account for the poetry’s charm. We are informed that most of these
women are “natural’ geniuses, like Margaret Cavendish, Duchess of Newcastle, who
“had from her infancy an inclination to leaming; and it is plain, from the uncommon turn
of her compositions, that she possessed a wild native genius, which, if duly cultivated,
might probably have shewn itself to advantage in the higher sorts of poetry.”

It is also this lack of formal education that the editors cite as an explanation for
having done what anthologists do: exclude poems of lesser quality. Colman and
Thornton “thought better to omit those pieces, which too plainly betrayed the want of
learning, than to insert them merely to disgrace those others, which a writer, with all the

advantages of it, could not have surpassed.” The anthology is presented as superior to the

“*Shakespeare had long been seen as a untutored genius. See Milton’s contrast of “Jonson’s leamed sock”
and “Shakespeare, fancy’s child” in the “L’Allegro.” John Milton. The Oxonian Authors, ed. Stephen
Orgel and Jonathan Goldberg (Oxford; NY: Oxford UP, 1991) 25. /I 132-33.

“Richard Greene, Mary Leapor: A Study in Eighteenth-Century Women's Poetry (Oxford and NY:
Clarendon, 1993) 159.

®*Monthly Review 5 (1751) 23-32: 23. [ am indebted to Carol Percy, whose ongoing database project,
which focuses on eighteenth-century reviewers' attitudes to language, has served as a valuable guide to
many of the reviews I mention.

S'PEL, I1: 198. There are some poets here, like Constantia Grierson and Mary Wortley Montagu, who
received better educations than most, and others who received almost none. In either case, they are all to
some extent curiosities.
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poets’ individual volumes of verse, not only because it supplies more poems and greater
variety, but because the women’s books were published by subscription, “on which
account several pieces were thrown in merely to fill up so many pages.” The result was
the privileging of “bulk” over merit.* The statement is somewhat misleading. While it is
true that from the 1730s books of occasional verse multiplied, and that subscription was
for a period the method of choice for publishing these volumes, in fact only seven of the
eighteen authors had engaged in subscription publication before the appearance of PEL.>

Clearly, there were a variety of rhetorical strategies in place by mid-century with
which female writers were marketed. Germaine Greer holds that “By the second half of
the eighteenth century, women poets were so numerous that their writing had lost all
novelty value.” Doubtless, the publicizing and circulation of these writers’ efforts
during the 1750s furthered the normalization process of women appearing in print. [
would argue, however, that the collections of memoirs about and poems by women that
appeared at this time were still fuelled by curiosity. Cibber, Ballard, Seward, Duncombe,
Colman, and Thornton, among others, both created and took advantage of a historical
moment in which a literary novelty was becoming the ordinary.

Even as Colman and Thomton were following a fashion, they were creating a
cultural monument for which they had to excavate, as well as construct, and PEL
encourages not only literary, but also textual scholarship. As common as it now is to
anthologize a variety of previously published poems, the kind of historical anthology that
Colman and Thornton realized was a new type of creation. Theirs was not an
encyclopaedic project like those of Ballard or Cibber and Shiells, nor did the editors of
PEL attempt to sing the women and their muses, as Duncombe had done. They actually
reprinted these poets’ works, poems that had in some cases not been reprinted since the
poet’s lifetime. They did not merely suggest a canon of women writers, but

recommended a canon of poems, as well.

2 Preface, PEL, I: iv.

*These were Barber, Cockburn, Jones, Leapor, Masters, Pilkington, and Rowe. Carter solicited
subscriptions for later works, but had not done so for her 1738 Poems on Several Occasions.

*3Greer, Slip-shod, 53.
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II. Women in Anthologies

In addition to the usual print miscellany of the period, touted as being “by several
hands,” there were seemingly gender-specific collections that preceded PEL, like Edmund
Curll’s The Ladies Miscellany (1718), which contained verses titled “The Art of Dress,”
“The Petticoat,” and “The Rape of the Smock.”* Supposedly these are about women.
Evidently they were being directed toward female audiences. But the Curll miscellany,
like so many with “Ladies” in the title, contained nothing by women.* In comparison, a
genuine precedent for women'’s writings is a collection titled The Nine Muses, or, Poems
Upon the Death of the Late Famous John Dryden, Esq.”’ Published the year of Dryden’s
death, this is the only anthology prior to PEL devoted exclusively to poems by women.
Dryden had written the well-known elegy for Anne Killigrew and corresponded
encouragingly with several female writers, and his death provided a most suitable event
for this performance by members of a female writing community. The six women who
“personate” the nine muses had encountered success in writing drama in the last decade
of the century: Delariviére Manley, Sarah Fyge Egerton, Mary Pix, Catharine Trotter
(later Cockburn), Sarah, Lady Piers and Susanna Centlivre.*®

*The Ladies miscellany. (London, 1720). This is a collection of seven works originally issued separately,
from 1716-1717. “The Art of Dress” (1717) is by J. D. de Brevel (1680?-1738), 'The Hoop-Petticoat: an
heroi-comical poem™ (1716) by Francis Chute (d.1745), and “The Rape of the Smock” (1717) by Giles
Jacob (1686-1744).

*%In her study of the early periodical and its construction of femininity, Kathryn Shevelow demonstrates
that, as a more narrowed and restrictive model of womanhood was created in and by the literature of the
eighteenth century, women simulitaneously became increasingly visible as readers and writers. In particular,
The Athenian Mercury, The Tatler, and The Spectator laid a groundwork of both enfranchisement and
constraint. They variously included women as contributors, while also addressing them as “women in the
home.” Kathryn Shevelow, Women and Print Culture: The construction of femininity in the early
periodical (London and NY: Routledge, 1989).

’The Nine Muses, or Poems Upon the Death of the Late Famous John Dryden, Esq. (London: Richard
Basset, 1700). This collection appeared at roughly the same time as Luctus Britannici: or The Tears of the
British Muses, for the death of John Dryden (London, 1700).

*® The poets' identities are thinly veiled: 'Mrs. M-—--' writes in the voice of “Melpone”[sic], the tragick
muse; ‘the Honourable the Lady P--—-' poses as Urania, the divine muse, and so on. It is generally assumed
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The poems in homage to Dryden reflect the difficulty that female writers faced in
talking about themselves; they are fascinating in their revelation of the tensions for
women attempting to be both muse and poet at once. Kate Lilley argues that the
conflation of female elegists with female muses shows rhetorical daring in this
particularly male territory, the public memorial volume: “By occupying the site of the
muses, these women trope themselves not only as the source of their own power and
voice, but as the source of all poetic power.”® While this is true, the identification of
woman as “source” complicates her role as poet. As “Melpone”[sic], Manley does begin
on a note of confidence and strength, stating that Dryden was “Inspir’d by Me, for me, he
cou’d Command.” One of the difficulties in appropriating the voice of the muse,
however, is the suggestion of any type of power relationship between Dryden and the
poet’s albeit impersonated “L.” It is difficult, it seems, to admit that the man honoured in
the poem could have been beholden to the muse who is now “writing.” Manley describes
moments of inspiration passionately: “When on the Tragick Theme my Hero wrote, /|
lent him all my Fire, and every Thought.” But she cannot sustain the heroic voice without
returning to reflect on herself, the humble poet: “Ev’n I, a Maid, of so untouch’d a
Fame.”®

By contrast, Sarah Fyge (later Egerton), whose responsibility is the amorous muse,
Erato, chooses to frame her piece with her own, human voice, and only then to invoke
this muse. She inserts Erato’s passionate speech in a complicated blend of pride and

humility, describing a mutually beneficial relationship:

Dryden, who with such ardour did invoke,

That I through him my greatest Raptures spoke,
Whisper’d a thousand tender melting things,

Till he write Lays moving as Orpheu ’s[sic] Strings.*

that Delariviére Manley was the moving spirit behind the creation of this collection. See Kate Lilley, “True
State Within: Women's elegy 1640-1700,” Women, Writing, History, 72-92: 75.

$Lilley, “True State,” 75.

““Melpone, the Tragick Muse,” Nine Muses, 1-2.
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Even as the poetic process is enriched by this amorous trope, the muse / poet relationship
is restricted by the roles of female and male lovers: “I was Love’s Muse, but he himself
the God.” The need to frame the poet as a god creates an inversion that corresponds to
the female poet’s anxiety vis-a-vis the male poet, rather than the intellectual embrace
between poet and muse. Mrs. D. E., who writes “Polimnia:[sic] Of Rhetorick,” describes
her position in terms of eros, as well, with the confession that “With Lovers hands, 1
lavisht all my charms, / Gave up my self, to his more Lovely Arms.” The poem, and the
book, end fittingly, but not simply, with the suggestion of thanatos: “O mighty Father,
hear a Daughter’s Pray’r, / Cure me by Death, from deathless sad Dispair.”*

In Nine Muses the women have been set a specific task: a given muse, a poetic
tone which hinges upon this appropriation. There is genuine mourning for the loss of
Dryden in this text, as well as some skillful versification. There are also the voices of six
poets who seem to be suffering from a fear of their own hubristic instincts in relation to a
male poet. As different as the compilation of the two collections are, this slim volume
raises many of the same issues as the more extensive Poems By Eminent Ladies. Not
only do verses throughout PEL testify to an anxiety about male predecessors and
contemporaries, but Colman’s and Thornton’s editorial insertions bear witness to a
similar uneasiness with contextualizing women as poets.

Colman and Thomton were aware of The Nine Muses, although they probably did
not consult it. They mention it in a footnote to the first poem in their selection by
Cockburn, “Calliope’s Directions how to deserve and distinguish the Muses inspiration.”
This poem, and its footnote, suggest that PEL offers some form of continuity after earlier
collections, not just repetition of the already known, as this “Calliope” poem is a sequel
to the first: “Mrs. Cockburn having join’d with eight other Ladies to write on Mr.
Dryden’s death, under the several names of the Nine Muses; she was some time after
addressed from Ireland, as to a Muse, desiring her Inspiration: To which these Verses

were sent in answer.” Colman and Thornton, who doubled the number of poetic voices

¢1“Erato,” Nine Muses, S-7.

%Polimnia,” Nine Muses, 19.
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claimed in Nine Muses, were plainly confronted with the same potential for anxiety in
dealing with women who must be supported by, and share the gender of the muses. In
Mr. Town’s Parnassian vision, where Juvenal is retained “on the side of the male poets,”
Apollo is convinced not only by the arguments of Sappho, but also by “the importunity of
the Muses in favour of their own sex.”

Nine Muses also speaks to the challenge of putting a book together, and to the
poet’s relative passivity within that activity (or apparent passivity, given Manley’s
probable role). In the dedication to Lord Halifax, bookseller Richard Basset awkwardly
states his hope that “the sex, which the Authors are of, is an excuse for their performance,
and a Recommendation to Your Acceptance.”* Basset raises questions of representation

and appropriation in oily tones in his dedication, where he concedes:

The Ladies, indeed themselves, might have had a better Plea for your
Reception; but since the modesty which is Natural to the Sex they are

of, will not suffer ‘em to do that Violence to their Tempers, I think my
self Oblig’d to make a Present of what is Written in Honour of the most
Consummate POET amongst our English Dead, to the most Distinguishing
amongst the Living.®

Basset is not quite sure how to deal with the “Sex they are of.” He can only indicate that
the female poets mean well, as they are honouring an indisputable literary hero.

At nineteen pages of verse, The Nine Muses represents an homage and a small
venture, whereas the eighteenth century commercialized the poetic miscellany in ways
that writers in the seventeenth could not have imagined. Bernard Lintot’s various
Miscellanies propelled Dryden’s reputation into the new century, and Robert Dodsley
(1703-1764), the most renowned anthologizer of the eighteenth century, brought out the

first edition of his Collection of Poems by Several Hands in three volumes in 1748.

®PEL, I 229n. The information and the poem, however, come via Birch's edition of Cockburn's works,
which is nowhere mentioned by the editors.

% Connoisseur #69, 119.
Nine Muses, dedicatory letter, i].

%Nine Muses, [ii].
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Dodsley’s anthology offered a wide variety of contemporary poetry and poets, including a
large number of older poems by both living and deceased writers. Criticized for poor
printing and errors in attribution, Dodsley’s continually-revised collection swelled
eventually to six volumes in 1758. The publisher always seemed to be in the process of
soliciting new material from friends and acquaintances to make up the next volume, not
unlike the efforts behind most periodicals of the time.

In contrast, the less ambitious and more finite PEL exhibits the integrity of a well-
printed text, and each poet’s work is correctly attributed to her.®” The contents of each
woman’s own Poems on Several Occasions (or some similar title) or her verses as they
appear in a friend’s book, have been evaluated and appropriated, and the result is a
collection whose title emphasizes not the occasional nature of the poetry, as The Nine
Muses had done, but the poets. Moreover, unlike Dodsley’s title, which indicates only a
variety of writers, these are not several (theoretically) unsexed “hands.” Rather, the focus
in PEL, where female poets are themselves the primary attraction of the two volumes, is
unprecedented. Dodsley, for example, listed the titles of poems in indexes (usually
without names) whereas PEL offers a table of contents at the beginning of each volume,
providing titles under each author’s name. The identities and poems work together in
ways that preclude the possibility of including verses of unknown origin, pieces attributed
simply to “a lady.”

The group of poets in PEL is one for which the category “eminent,” the usual
jargon of puffery, is made to answer a variety of functions. Despite social and economic
disparity, and different degrees of celebrity, for the purpose of this book the writers all
fall under this somewhat nebulous category. The adjective “eminent” can, and does,
announce either or any combination of three possibilities: talent, status, virtue.
Presumably, talent is a given for all of these women. If this were the editors’ only
criterion for “eminence,” we would have in the anthology a text both progressive (which
it is) and uncomplicated (which it is not). Terminology, always significant, is particularly
at issue in 1755, the year that introduced Johnson’s Dictionary of the English Language.
The Dictionary, which reached booksellers’ shelves in May, the same month as PEL,
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defines “eminent” unsurprisingly as “High; lofty,” “Dignified; exalted” and
“Conspicuous, remarkable.” The OED offers a more comprehensive explanation:
“Distinguished in character or attainments, or by success in any walk of life (The use in a
bad sense is now ironical).” But the term was not ironical, or not oftea so, in 1755.

The attitude toward female poets was often ironical, however, and I have argued
that Colman and Thornton were not especially sympathetic to women in their periodical
essays: “As it is my chief ambition to please and instruct the ladies,” Mr. Town states in
his first address, “I shall embrace every opportunity of devoting my labours to their
service: and I may with justice congratulate myself upon the happiness of living in an age,
when the female part of the world are so studious to find employment for a censor.”™*
Elsewhere, Colman and Thornton express concern for the deterioration of language as
Chesterfield had done, by linking the gap between signifier and signified to “The Female
World,” which they complain is now “made up almost entirely of Ladies.” The censor-
general took a survey, and discovered that only the lowest of the vulgar is called “a
woman.” As a result, he offers to oblige said female world by devoting the issue to
ranking all ladies into categories. Mr. Town proceeds in the “distribution of them into
Married Ladies, Maiden or Young Ladies-- Ladies of quality, Fine Ladies-- and Ladies of
Pleasure.”™ As in the issue which pokes fun at “demi-reps,” this essay seems determined
to impose a system of classification. Nevertheless, in PEL the editors prove as capable as
any of manipulating vocabulary. Of the poets included in PEL, there are only three titled
“Ladies” and one “Duchess” listed in the Table of Contents, but for purposes of the
anthology’s distribution, every poet included is a lady, as well as eminent. High talent
crosses social barriers. There is an impetus to be both categorical and leveling when
Colman and Thomton wear all their hats: as critics, censors-general, and editors.

Still almost entirely separate from the existing male canon, this peripheral body of
verse in PEL both highlights and subverts; it emphasizes the contribution of women

writers and marginalizes their poetry. When the editors claim equality for women’s

?With the notable exception of three pieces erroheously attributed to Behn. See Chapter Three, p. 83.
Connoisseur #1, Jan. 31, 1754, [I]-6; #3, Feb. 14, 1754, I: 13-18.

¥Connoisseur #44, Nov. 28, 1754, I: 259-268.
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poetry, for instance, they are not being entirely honest, because it is an explicitly
specialized poetics. No anthology of poetry by men would contain a preface with the
kinds of qualification that Colman and Thornton find necessary: “It will not be thought
partiality to say that the reader will here meet with many pieces on a great variety of
subjects excellent in their way; and that this collection is not inferior to any miscellany
compiled from the works of men.”™ It is, nevertheless, a strong claim. By willingly
entering their choices into competition with (recognizable) male writers, the editors
promote their text; they also signal an awareness of the challenge of manufacturing
cultural capital.

i. A Place in the Market

As early as 1675 Edward Phillips had included accounts of “Women among the
Modem Eminents for Poetry” in his Theatrum Poetarum, Or a Compleat Collection of
the Poets. Margaret Ezell suggests that “the practice of seventeenth- and early
eighteenth-century editors such as Phillips of placing entries on women writers in
separate sections than those of their male contemporaries suggests that women writers
were already viewed as a group or class of writers.”” Colman and Thornton were not
creating a new ethos; rather they were amplifying one that already existed, and there are
few mysterious choices made in the anthology, which would have been diﬁ’ereng but not
remarkably so, under another editor’s direction. Ezell argues that PEL, like Ballard’s
Memoirs, displays “the ironic result of a celebration of female achievement which
preserves texts and names for future generations, but at the same time narrows the focus
with which the materials are viewed and blocks entirely those texts and authors who do
not fit within the parameters. Colman and Thornton’s volumes prepare the way for the

later nineteenth-cen critics’ and anthologists’ demarcation of a “feminine” lite
g1 rary

preface, PEL, I: iv.

7! Margaret J. Ezell, Writing Women's Literary History (Baltimore: Johns Hopkins UP, 1993) 70.
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sphere, characterized by decorous delicacy.”” This is not to say that recent scholars allow
themselves to be limited by the canon of women’s writings that people like Colman and
Thornton helped shape; indeed, what we have come to think a modern taste for personal,
rather than the broader, political, and more specifically allusive poetry, is evident in the
1755 anthology.

What Colman and Thomton were proposing was an evolutionary model of female
poetry: whereas Cavendish was too fanciful, for example, and Behn too licentious, the
ladies of “the present age” have improved on them.” Ezell believes that such a model has
led to a false sense of the progress that seventeenth- and eighteenth- century women
writers were making as a community: “the preface to the anthology volume offers the first
extended narrative overview of women’s writing as a separate tradition and gives some
indication to the grounds on which subsequent anthologists will approach their task.””
The evolutionary model was a standard eighteenth-century view of all prior literary
history, however, as is evident in Johnson’s Lives of the Poets. In any case, the
contributions toward women’s literary history at mid-century were significant because
“Cibber, Colman, and Thornton point the way toward a discussion of the connections
between gender and poetic genius and between a woman’s life and her art within the
larger scheme of the evolution of English poetry.””* In their Preface, Colman and
Thornton argue that the two volumes “are standing proof that great abilities are not
confined to the men, and that genius often glows with equal warmth, and perhaps with
more delicacy, in the breast of a female.”” It is an important thing to say that women’s
writings are different, but equal to those of men, and only an anthology devoted

exclusively to women’s writings could do so.

Ezell, WWLH, 117.

7This paradigm is complicated by the notion that Katherine Philips was “matchless,” but in general women
writing in the eighteenth century had a clear idea that they must not repeat the mistakes of earlier writers.

“Ezell, WWLH, 91.
Ezell, WWLH, 8.

PEL, I: A2.
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Obviously, the impulse to promote the writings of women was informed not only
by benevolence and didacticism. It was the adoption of a new and potentially profitable
cultural trend. James Raven, discussing the evolution of publishing in the latter half of
the eighteenth century, argues that, as support for consumer-oriented, fashion and leisure
industries increased, “London booksellers experimented with new forms of entertaining
and instructional literature. . . . Everywhere the emphasis was upon attractive design and
faster, higher quality production-- in novels, plays, music books, prints, magazines,
newspapers, pocket-books, guides, primers, children’s books, and a host of new-style
miscellanies.”” These miscellanies were justified as being larger than the rights of any
individual poet. Dodsley’s living contributors were not remunerated for their verse, nor
were the poets who contributed verses to the Gentleman’s Magazine. The assertion in the
Preface of PEL that the anthology is “the most solid compliment™ paid to these poets
unwittingly highlights the absence of patronage, subscriptions, or any other source of
monetary reward for the contributors resillting from the collection. Those poets who were
still alive when PEL appeared, such as Mary Jones and Elizabeth Carter, had to be
content not with claims to copyright for their individual poems, but with the compliment
paid them by this appearance in print.™

We are frequently reminded of Aphra Behn’s distinction as the first
Englishwoman to earn her living by her pen. The other seventeenth-century women in
the collection wrote for their friends, and at times (or always) for fame, but seldom for
fortune. Neither Margaret Cavendish nor Katherine Philips, for example, published in the
hopes of monetary gain. Their motives for appearing in print were often phrased in terms

of the harmless employment of time with thoughtful scribbling, as opposed to more

TJames Raven, Judging New Wealth: Popular Publishing and Responses to Commerce in England, 1750-
1800 (Oxford: Clarendon, 1992) 13. Walter Graham points to the Magazine of Magazines, a monthly
publication initiated in July, 1750, that “skimmed the cream from the cream” from the GAM and LM, as an
indication of “the increasingly predatory nature of the new magazines.” English Literary Periodicals (NY:
Thomas Nelson, 1933) 170-71.

Ezell notes that Peter Anthony Motteux tapped into coterie circles for circulated pieces to include in the
first English “magazine” ~The Gentleman's Journal~ where Motteux made it clear that “honour” would be
the only payment received by contributors. Ezell, “The Gentleman's Journal and the Commercialization of
Restoration Coterie Literary Practices,” Modern Philology, 89, #3 (Feb. 1992) 323-340: 333.
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frivolous activities associated with women of leisure, such as indulging in gossip and
card-playing.

For women in the next generation of writers, like Elizabeth Rowe and Anne
Finch, who lived and wrote in both the seventeenth and eighteenth centuries, Restoration
notions of the coterie continued to govern most publication practices. Mary Monck
certainly did not write for money, nor, most comfortable of all, did Anne Finch. Yet this
group of writers also witnessed important changes. As we progress chronologically
through the poets contained in PEL, the relationship between versification and profit
becomes more significant. In his discussion of George Ballard’s selection process,
Robert Halsband comments that “all of [Ballard’s] ladies have one trait in common
besides their respectability: they did not write for money. Could there have been any
connection between respectability and profit?”™ There was, but I would argue that this
connection was changing, becoming less inverse. By mid-century, monetary need was
more openly recognized as a valid reason for appearing in print. Ballard’s choices are
equally attributable to timing. He was especially interested in the dames of antiquity, and
many women of his own century who wrote for profit were still living, making them
ineligible for inclusion in the memoirs. He omitted Behn, but her subject matter was as
questionable as her profits vis-a-vis the reputation of Philips, and Ballard seems to have
respected Barber enough that, had she not been living at the time of publication, she too
would have been honoured in the Memoirs.

There were essentially four ways in which a poet could make money during this
period, and the women in PEL exemplify all of them “often profiting from more than one
at a time. Patronage, the most respectable institution, was usually extended by a peer,
bishop, or person active in political life. In this system, money is given to the author,
usually for poetry or scholarly writing, in recognition of a dedication. Early in the period

Elizabeth Rowe obtained the patronage of Lord Weymouth through family circles.* In

"Halsband, “The Lady of Letters in the Eighteenth Century,” Papers Read at a Clark Library Seminar ed.
Irvin Ehrenpreis and Robert Halsband (Los Angeles: U ofCalifornia P, 1969) 1-30: 27.

% Rowe’s father, Walter Singer, was a friend of Henry Thynne, second Viscount Weymouth, in Frome. “A
small copy of verses which Elizabeth had commenced when she was twelve years old came into the
possession of the noble family in 1694, and, in a sense, sir Thomas Thynne became her patron until his
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the case of Mary Jones, who published by subscription, her unusually lofty acquaintances
also enabled her to dedicate her volume of poems to the Princess of Orange, who would
in turn have contributed generously after receiving the authorized dedication. Laetitia
Pilkington unfortunately insulted a patron, Lord Baron Kingsborough, and lost his favour.

Pilkington also worked on occasion as a hireling pen. In this case, payment
precedes writing, usually coming from a person active in political life. Money is given to
a hack who will write a paper or pamphlets in favour of a party or position. The result is
often anonymous, and it is not considered an honourable relationship for either party. In
Pilkington’s case, she wrote poems for lovers, especially on behalf of the beaux at
White’s Chocolate house. She also composed verse that another writer, James Worsdale,
claimed as his own, in order to earn her bread.

In commercial writing (the most likely arrangement between Colman and
Thormnton and Baldwin) payments were typically made by booksellers to authors for
works of any kind deemed potentially profitable. Payment could be made before the
writing occurred, which was often considered dishonourable, or after a manuscript was
completed, which was regarded as a more respectable method (though this distinction was
less important in purely commercial work, such as compilations). The latter form of
payment would have been the case with Katherine Philips’s verses, which were published
officially only after her death, and Anne Finch’s Poems, which appeared anonymously in
the first edition, then pseudonymously, and finally were printed under her name. There
are no records of the publication agreement between Finch and her publisher, but she may
have allowed him to retain the profits from the sales.* Again, Laetitia Pilkington was
engaged in this kind of writing, as well. In her Memoirs Pilkington fearlessly
acknowledged economic reasons for publishing, anticipating Johnson’s statement that
only a blockhead wrote for reasons other than money: “If the Reader thinks this little

Narrative is not quite in Point. . . he may blot it out of his Book if he pleases, but he shall

death in 1714.” Henry F. Stecher, Elizabeth Singer Rowe, the Poetess of Frome. A Study in Eighteenth-
Century English Pietism, Anglo-Saxon language and literature series (Bern and Frankfurt: Herbert and
Peter Lang, 1973) 35.

815ee Chapter Three for the bibliographical details of these books.
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not blot it out of my Manuscript, for that would be to deprive me of a Page, that is worth
a Crown to me.”*

In the case of publication by subscription, the author or someone acting on her
behalf takes on the role of publisher, raising money by pledges of subscriptions,
contracting with a printer to produce the books, and then distributing them to subscribers.
The poet would then receive her subscriptions less the costs of printing the book. This
arrangement being outside the commercial framework, and conducted at least notionally
as a private arrangement among author and persons connected to her, was more socially
respectable than commercial writing; it could also be more profitable, as Pope proved
with the huge success of his translation of the liad.* There was a distinction, too,
between subscriptions based on prestige, as was the case with the publications of Pope
and Prior, and charitable subscription, a later innovation. Mary Barber had no English
reputation as a poet, so her work had little commercial value. With the powerful
assistance of Swift and his English friends she arranged her own subscription list and
earned far more than she would have done by commercial writing. Mary Leapor was too
lowly to arrange her own subscription, so generous persons acted on her behalf. In many
of these cases, subscribers were named as charitable persons, and may have gained some
reflected distinction if the poems were good, as Leapor’s were.

The maverick Laetitia Pilkington undermined this entire process by using the idea
of “subscription™ to her Memoirs to extort money from persons whose names would be
withheld only if they paid up.** Like Barber, Pilkington succeeded in acquiring enough
subscriptions to publish at least the first two volumes of her work, although not as
profitably as the older woman had done. The fact that Barber was able to print her list of

over 900 subscribers at the beginning of her Poems, whereas Pilkington assured her own

82[_aetitia Pilkington, Memoirs, 3 vols. (London and Dublin, 1745-1750) III: 73.

#3pat Rogers has demonstrated that, successful as the /liad subscription proved, it was also a process fraught
with anxiety and, in many cases, dashed expectations. See “Pope and his Subscribers,” Essays on Pope
(Cambridge: Cambridge UP, 1993) 190-227. See also Dustin Griffin, Literary Patronage in England,
1650-1800 (Cambridge and NY: Cambridge UP, 1996).
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subscribers that their names would not appear, signals the greatest difference between the
effects of publication on the two women, as well as the different genres in which they
wrote.* Swift’s Mrs. Barber was talented and virtuous. The ecclesiastically divorced
Mrs. Pilkington was witty and scandalous. Both were in need of money, but the older
woman had a protector who introduced her to yet more protectors, whereas no gentle
words introduced Pilkington into the houses of the great.*

Of course, there were problems inherent in subscription publication, as well.

Pope’s “Epistle to Arbuthnot” contains the well-known indictment of minor writers:

One dedicates, in high Heroic prose,

And ridicules beyond a hundred foes;

One from all Grubstreet will my fame defend,
And, more abusive, calls himself my friend.
This prints my Letters, that expects a Bribe,
And others roar aloud, ‘Subscribe, subscribe.’*

In criticizing the “bulk”™ of their source-texts in the Preface, Colman and Thomnton also
suggested that publication by subscription resulted in sub-standard writings. Private
interests were weighed against the public good in the compilation of an anthology (a
process which also tended to resuit in the rejection of occasional verse in favour of more
general topics). As editors, Colman and Thomton are placed, like Pope and their own

connoisseur, above the common writer, in a position to judge.

84Pillvcington, Memoirs, 1IL: 6. “And if every married Man, who has ever attacked me, does not subscribe to
my Memoirs, I will, without the least Ceremony, insert their Names, be their Rank ever so high, or their
Profession ever so lofty.”

®Bitter about Barber's request that her name be omitted from the Memoirs (and likely, too, at the attention
Swift had paid the older woman) Pilkington speculated that some of Barber’s poems I fancy might, at this
Day, be seen in the Cheesemongers, Chandlers, Pastry-cooks, and Second-hand Book-sellers Shops.”
Memoirs, 11I: 65.

$¢gamuel Richardson helped her with money and linen when her pregnant daughter arrived penniless in
London, and Colley Cibber was a great friend finding money to extract her from debtor's prison. Whatever
she may have told herself, and the readers of the Memoirs, about writing poems of gratitude to Richardson,
and as favours to Cibber for which he rewarded her, the aid these men provided were acts of charity rather
than patronage.

Pope, “An Epistle from Mr. Pope, to Dr. Arbuthnot,” Poems, $97-612, 1/.109-114.
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ii. The Anthology as Signifier

It is worth noting that Colman’s biographer, Eugene R. Page, styles the
Connoisseur the “most successful collaborative effort” undertaken between Thomnton and
Colman, who remained close friends and brought their unique synergy to various,
although progressively fewer, projects until Thornton’s death on 9 May, 1768.* The
periodical was certainly their most continuous partnership, a sustained and fairly
profitable effort. By contrast, PEL, another notable collaboration, receives only two coy
paragraphs in Page’s book, and is dismissed as “a curious anthology, for which there
seems little excuse. .. It probably was a bit of hack work,” he suggests, “undertaken to
earn a little spending money, and inspired by one of the poets represented, who was at
that time resident in the town of Oxford. . . . That there is little original effort expended is
shown by the fact that even the biographical notices “brief as they are™ are taken mainly
from Ballard’s Memoirs of Several Ladies of Great Britain and Theophilus Cibber’s
Lives of the Poets.” Page concludes his note on PEL by speculating that “Perhaps the
profits from these volumes allowed Colman to pay off a few debts before leaving Oxford
in May, 1755.”% As there is no evidence to suggest the type of agreement that Colman
and Thomnton had struck with Richard Baldwin, there is no reason to suppose that there
would have been profits before Colman left Oxford (that is, previous to the volumes
being ready for sale). The biographer’s comments on the limited and probable sources
for background material in the anthology are well-founded; likely his speculations
regarding the financial motivation for compiling the two volumes are as well. Page’s
reluctance to explore this “curious anthology” further, however, is itself curious. There
was nothing quite like PEL before these two Oxonians decided to compile “not

unskillfully™ so many literary products of the “fair sex,” and the resulting two volumes

m;Eugene R. Page, George Colman, the Elder; Essayist, Dramatist, and Theatrical Manager, 1732-1794
(NY: Columbia UP, 1985) 26.

”Page, Colman, 39.
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signal a small but remarkable move toward the serious representation and evaluation of
female poets.

If, as Pierre Macherey posited, every text has its own ideology, * the anthology
contains not only a plethora of philosophies, but an editorial agenda that acts as umbrella
to the rest. Taken together, the poems and editorial addenda in PEL make a number of
claims about mid-eighteenth century taste. One of the impressions created by the
anthology, for example, is that in 1755 the age of sensibility was still in the distant future,
rather than an already evolving movement. In large part this is due, of course, to the
contributions being those of seventeenth- and very early eighteenth-century poets. While
the neo-classic, satiric influence of Pope and Swift was still very much alive at mid-
century, there were other movements underway that, for a variety of reasons, are barely
suggested in this text. Although a number of the women included were friends of
Richardson, for example, the rise of sensibility, what Terry Eagleton calls the
“femininization of discourse,” is not nearly as apparent in the collection as is satire.”
PEL is representative of what passed for acceptable ladies’ verse, but Colman and
Thomton have also omitted sub-genres of poetry in which women writers were active.
For example, while there are some elegiac and contemplative pieces, the editors tend to
privilege light and amusing verse over that which is religious and more serious. In
addition to the dominant closed couplet, in PEL that which constitutes good poetry
encompasses poetic forms that had become somewhat outdated by mid-century, such as
the sonnet and the pastoral song. Further, epistolary verse, which William C. Dowling
identifies as an “attempt to solve in literature the philosophical problems of solipsism that
arose after Locke’s Essay on Human Understanding,” 9? takes on different responsibilities

in the women’s writings we find here. It is not solipsism but the appearance of being foo

*Ppierre Macherey, The Object of Literature [A quoi pense la litterature? (1990)] trans. David Macey
(Cambridge: Cambridge UP, 1995) .

*'Terry Eagleton, The Rape of Clarissa: Writing, Sexuality and Class Struggle in Samuel Richardson
(Oxford: Blackwell, 1982) 13.

92William C. Dowling, The Epistolary Moment: The Poetics of the Eighteenth-Century Verse Epistle
(Princeton: Princeton UP, 1991) 3, 21.
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willing to share her thoughts openly that the female poet is saved from by the epistle to a
friend a genre which reinforces the emphasis on modesty in PEL.

PEL suggests a resting point that was the present moment within a tradition of
female poets leading up to 1755. Like other texts that place a claim to cultural authority,
the poetic anthology implies a contract between compilers and readers. Addressing book
reviews of the period, Frank Donoghue argues that “the expansion of book production
and what one might call the reading trade created a complementary market for uniform
standards, norms, guidelines ~in short, for a means of disceming order in what was
perceived to be an overwhelming proliferation of printed matter.”” There will always be
gaps, but the myth that the reader buys into is that of implicit authority: these are the most
eminent ladies, and these their most eminent poems. Some get lucky; others fall away. *

In his Conjectures on Original Composition (1759) Edward Young characterized
“the mind of 2 man of genius” as a “fertile and pleasant field,” and original compositions
as the mind’s “fairest flowers.”™ There is a striking similarity in the vocabulary Young
employs here, and the linguistic roots of any “anthology” ~a gathering of flowers. A
collection of original compositions is larger than the sum of its parts, in that the themes
on which these poets wrote, the tropes and mythologies they employ, begin to resonate in
a new way when printed together. The text is a cultural artifact informed by codes from
which it cannot successfully be separated. In the act of collation, anthologizers also
create something of a palimpsest. While the removal of a poem from its earlier context
results in the loss of evidence, it is also true that the text is invested with a host of new

meanings when it becomes part of a new configuration of works. To anthologize is not

Frank Donoghue, The Fame Machine: Book Reviewing and Eighteenth-Century Literary Careers
(Stanford: Stanford UP, 1996) 17.

9"The:re are too many other writers to mention, here. A glance at Lonsdale’s ECWP, The Feminist
Companion (ed. Blain, Clements, and Grundy; London: Batsford, 1990) or the DNB Missing Persons (ed.
C.S. Nichol, Oxford: Oxford UP, 1993), reveals some of the women publishing verse at the time. Many of
these (such as Elizabeth Thomas [1675-1731), Elizabeth Tollet [1694-1754), Charlotte Lennox [17297-
1804], and Mary Chandler [1867-1745]) had not been mentioned by Ballard, Duncombe, or Cibber and
Shiells.

*Edward Young, “Conjectures on Original Composition” (1759) The Complete Works, ed. James Nichols.
2 vols. (London: William Tegg, 1854; facsimile: Hildesheim: Georg Olms, 1968) I1, 547-86: 551.
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only to gather choice literary flowers, but to press them together; the poems are relocated
onto new pages, in new configurations.”

The anxiety evidenced in the prefaces to many novels and volumes of poetry by
women themselves has been explored of late.” In the Preface to PEL, it is implicit that
the reputations of the eighteen poets are safer in the anthology than in their individual
books, because they appear in the collection by the courtesy of their editors. Courtesy is
here an apt word, as the editors express their own motivation for compiling the
miscellany in chivalric terms at the outset of their own Preface, where they equate PEL
with a “solid compliment.” Following this, Colman and Thornton introduce Mary
Barber’s poems with a letter from Jonathan Swift to Lord Orrery that appeared in her
Poems. Here Swift recommends his protégé’s virtue and her talent, which is “better
cultivated than could well be expected, either from her sex, or the scene she hath acted in,
as the wife of a citizen.” Swift bestows praise especially on “one qualification, that I
wish all good poets had a share of; I mean, that she is ready to take advice, and submit to
have her verses corrected, by those who are generally allow’d to be the best judges.”™
Swift’s wish for openness to correction is not limited to female poets, but to all poets who
wish to excel, yet within the context of the anthology the comment takes on gendered
connotations. Colman and Thomton have already established who these best judges
might be: Cowley, Dryden, Roscommon, Creech, Pope, Swift.” Neatly, the editors of
PEL, who have separated grain from chaff, reduced ‘bulk’ while rewarding ‘merit’,

become the next best judges.

It is worth noting that Colman and Thornton did not themselves refer to PEL as an anthology ~a word
little used during the period™ in favor of ‘collection’ and 'miscellany’. In a recent book of estate poetry,
Alistair Fowler called attention to the importance of discretionary usage of the term “anthology,” for every
poem is not a choice flower. He refers to his book as a “collection (for no book with poems by Richard
Flecknoe in it can be called an anthology)” The Country House Poem: A Cabinet of Seventeenth-Century
Estate Poems and Related Items (Edinburgh: Edinburgh UP, 1994) 1. See my note in Chapter Two.

*’See Rebecca Gould Gibson, ““My Want of Skill’: Apologias of British Women Poets, 1660-1800,”
Eighteenth-Century Women and the Arts, ed. Frederick M. Keener and Susan E. Lorsch (NY: Greenwood,
1988) 79-86. :

BPEL I 5.

PPEL, I: A2.
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Their friend John Duncombe began The Feminiad with a rhetorical question:

Shall lordly man, the theme of evr’y lay,
Usurp the muse’s tributary bay;

In kingly state on Pindus’ summit sit,
Tyrant of verse, and arbiter of wit?'®

The argument throughout the poem is that man should not remain tyrant of verse, that is,
sole producer and provider of poetry to the world. But the critiques contained within The
Feminiad designate the poem’s own creator arbiter of wit, as Ballard and Shiells and
Cibber were, as Dodsley was, and as Colman and Thomton styled themselves, with some
subtlety in the Preface to PEL, if less so in their role as Mr. Town, connoisseur and
censor-general. Like Ballard, and other compilers, Colman and Thornton were in the
business of selective preservation. Their mid-century editorial project was informed by
an aesthetic the likes of which George Crabbe, later in the century, would describe by
juxtaposing the mystical and the pragmatic: “all the powers that to the Muse belong; /

words aptly cull’d, and meanings well expres’t.”'"

0 eminiad, I1.1-4.

°ICrabbe, The Village 11 (1783) George Crabbe: The Complete Poetical Works. 3 vols. Ed. Norma
Dalrymple-Champneys and Arthur Pollard (Oxford: Clarendon, 1988) I: 168-174, //.158-59.
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CHAPTER TWO
The Editors and their Work

1. Colman and Thomton

George Colman and Bonnell Thornton were students of law and of medicine
respectively, at Christ Church, Oxford, when they devised the scheme for a new essay
periodical. They had attended Westminster School in the early 1740s, Thornton being a
few years ahead of the younger Colman, and both had belonged to the select group of
King’s Scholars. After leaving Oxford, together with several other Old Westminsters and
London wits, they constituted the Nonsense Club, which met regularly through the late
1750s and early 1760s to collaborate on satiric poetry, dramatic, and journalistic
endeavours, all of which pursuits tended to overlap and enrich one another. Among those
in the club were the poets Robert Lloyd (1733-1764), William Cowper (1731-1800), and
Charles Churchill (1731-1764).! Lance Bertelsen describes their collective energy
throughout the years 1749 to 1764 as multifarious:

These five friends, singly and in varying combinations, conducted one of the
more popular essay series of the century, edited several literary magazines and
journals, produced two of the finest examples of mid-century ‘laughing comedy’,
fought a virulent paper war over contemporary drama and acting, burlesqued
subjects ranging from Gray’s odes to the Society of the Arts Exhibition, produced
a large and fitfully brilliant body of satiric poetry, and joined with John Wilkes
in fomenting the most important domestic political debate of their time.?

'Lloyd contributed to Colman's and Thornton's periodical, was editor for a time of St. James ' Magazine,
wrote plays and eventually printed his collected Poems (1762). The posthumously published Poetical
Works appeared in 1774. Cowper also contributed to the Connoisseur while a law student. The prolific
Churchill was best known for such works as Night, an epistle to Robert Llgyd (1761), The Rosciad (1761),
as well as The Author (1763), and the posthumously published Sermons (1765). The DNB notes that after
Churchill's death, “Wilkes destroyed a partly finished satire among Churchill's papers against Colman and
Thomton.” The conclusion is that Churchill was annoyed by his long-time friends' neglect of Lloyd before
his death. 1V:312.

*Bertelsen, Nonsense Club, 2.
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Thomton left Westminster for Christ Church in 1743 while the others were still in
the Under School. He received three degrees at Oxford, including his Bachelor of Physic
at the wish of his father, a Maiden Lane apothecary. When James Boswell met him in
1753 Thornton “had about £15,000 left him by his father, was bred to physic, but was
fond of writing.”> Boswell’s astute use of the word “but” speaks volumes; Thornton
would never practice medicine. His first periodical, Have at You All: or, The Drury-Lane
Journal, ran for twelve issues beginning January 1752, and was devoted to satirizing
London’s other periodical writers, particularly Fielding. Thornton was one of the
principal contributors to Christopher Smart’s monthly mixture of verse and prose, The
Student, or Oxford and Cambridge Miscellany (January 1750 to July 1751), and went on
to become an experienced journalist and eccentric wit about town. He was a major
shareholder of the tri-weekly St. James ' Chronicle (September 1762 to February 1764),
along with Colman, David Garrick, and the printer Henry Baldwin, as well as chief
advisor to Henry Sampson Woodfall’s Public Advertiser, through which he enjoyed
remarkable influence over the press. Thomnton was also an excellent Latinist and
translator, as well as a master of burlesque.*

As diverse as Bonnell Thonton’s projects were, his talents were directed
primarily toward journalism, whereas George Colman'’s interests lay chiefly in drama.
Bomn in April 1732, Colman was a year old when his father, Francis, died.* Francis left
his wife financially secure, but not comfortable enough to finance her son’s education.
Shortly before PEL appeared, Colman had left Christ Church to study for the bar at
Lincoln’s Inn. As with Thomton, Colman’s true desire was in contrast to the wishes of a
father-figure, his uncle William Pulteney, the Earl of Bath (1684-1764) whose plans for

his nephew as a lawyer were specific and demanding.

*Boswell, Life of Johnson, I: 395.

‘Boswell was delighted by Thomton's burlesque Ode on St. Caecilia’s Day, Adapted to the Ancient British
Musick, performed at Ranelagh Gardens on 10 June 1763, on such rustic instruments as the salt-box and the
hurdy-gurdy. Life of Johnson, 1: 420.

]
*Francis Colman had been a diplomat, an envoy to Tuscany possessed of an avid interest in opera. His
correspondence shows that he was active as an agent for Handel, and he wrote the libretto for Handel's
music in the opera Ariadne in Crete. Page, Colman, 5.
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Correspondence between Colman and his uncle indicates that the young man was
never fully engaged with the law. The Earl constantly cautioned Colman against wasting
money and time on play-going. By turns he cajoled and threatened his nephew about the
difficulty and rewards of the legal profession, and warned him against allowing his

attention to stray from the law:

You must not think of trifling away any of your time in vain and idle
amusements, such as those can afford who are bom to estates. Your
subsistence must be got by toil and drudgery in the profession you have
chosen. . . . When you are there [at Lincoln’s Inn] I tell you beforehand,
that [ will have you closely watch’d, and be constantly inform’d of how
you employ your time; [ must have no running to Playhouses or other
Places of publick diversion.®

Instead of drudgery in the law, Colman would choose among dramatic endeavours
worthy of both creative and financial investment. Colman’s biographer suggests that the
success of the Connoisseur “started Colman’s career at an earlier age than that of any of
his contemporaries and made him a man of some repute in the literary world.”” Colman’s
first play, “Polly Honeycomb,” was acted at Drury Lane in 1760. “The Jealous Wife,” the
following year, Johnson thought “not written with much genius. . . yet so well adapted to
the stage and so well exhibited by the actors that it was crowded for more than twenty
nights.”® Colman later bought a considerable share in Covent Garden Theatre, acting as
manager for seven years. Upon the death of his uncle in 1764, he abandoned the bar
completely, and in 1776 purchased the Haymarket Theatre. He was author of more than

thirty plays, as well as occasional verse, parodies, and prose writings.” His son, George

*Qtd. in George Colman, the younger's Posthumous Letters, from various celebrated men: addressed to
Francis Colman and George Colman the elder: with annotations and occasional remarks, &c. (London:
Cadell & Davies, 1829) 54-55.

7Page, Colman, 26.

*Boswell, Life of Johnson, I: 364. The DNB records that “Polly Honeycombe” was anonymously penned,
to avoid censure from the Earl of Bath. It was widely attributed to Garrick, who denied authorship, and
only “The conspicuous success of 'The Jealous Wife' rendered impossible the further concealment of
Colman's dramatic proclivities.”
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Colman the younger, himself a playwright, would boast in 1830 that “almost everybody
who is conversant with the state of English literature, in the last half of the eighteenth
century, knows who my father was.”'® As a playwright and producer of plays, the elder
Colman formed close associations with David Garrick, Oliver Goldsmith, Richard
Sheridan, and Joseph Warton. As Bertelsen notes, “The habit of establishing working
friendships was one the King’s Scholars had mastered at Westminster.”

Some of the helpful contributors to the Connoisseur were listed in the last issue,
including the Earl of Cork, Robert Lloyd, William Cowper, the Reverend John
Duncombe, “Orator Henley,” and “a friend engaged in the law.”"" Colman’s writing style
is usually indistinguishable from that of Thornton, and in the final issue of the periodical
they acknowledge that the letters T O W N stand for TWO authors, and that “almost
every single paper is the joint product of both.”'? Thornton was an initiator of schemes,
including the plan for the Connoisseur, but he was noted for having difficulty in meeting
deadlines, and Colman appears to deserve more credit for bringing each installment to
press. Colman’s son records a typical editorial meeting of the Connoisseur: “not a word
of it was written; nor even a subject thought on, and the Press waiting. . . nothing to be
done but to scribble helter-skelter.” Bonnell Thomton, between drinks of strong liquor,
paced around the room, as usual “pushing his partner to save both their credits at a
minute’s warning.” Thomton is accused of laziness, and of imposing “much more than a
proportionate share of drudgery upon his literary colleague.”” The younger Colman

supports this account by quoting Biographia Dramatica, where it is lamented that

°A translation of the comedies of Terence won him acclaim in 1765, as did his translation, with
commentary, of Horace's Ars Poetica (1783). A fourteen-line poem of 10-12 June, 1766 in The St. James’
Chronicle; or, The British Evening-Post is titled “Upon Colman’s Terence, and Mr. Thomton’s intended
translation of Plautus.” The anonymous verses praise and equate the two works, and end with the assertion
that “Genius sanctifies Translation!” #823, p. 4, /.14. Thornton's comedies of Plautus appeared in 1767.

'®George Colman the younger, Random Records, 2 vols. (London: Henry Colbumns and Richard Bentley,
1830) I: 21.

""Connoisseur #140, Sept. 30, 175, II: 841-846. For discussions on the authorship of the individual
Connoisseur essays, see Bertelsen, 58-61, also Eugene Page, 27; cf. Peake, I: 347-8.

RConnoisseur #140, Sept. 30, 1756, II: 841-846.

BRandom Records, 11: 140-141.
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Thomton ruined his constitution in the last part of his life by “indulg[ing] in the bottle.”"

Despite these drawbacks, Colman and Thornton were in the process of becoming
professional men of letters and the Connoisseur was their training ground. The periodical
ran from January, 1754, to September, 1756, with a total of 140 issues. The writers were
also forging connections in the literary marketplace; their publishers were Richard
Baldwin (who would later publish PEL) in London, and Richard Jackson in Oxford. The
Connoisseur received high praise, and as the essays appeared they were frequently
reprinted in various monthly magazines." At its demise Oliver Goldsmith wrote that Mr.
Town was “the first writer since Bickerstaff who has been perfectly satirical yet perfectly
good-natured. . . . Every admirer of good taste and good-humor must regret his
departure.”*® Produced in the same spirit of camaraderie that prompted Colman and
Thornton at the close of the Connoisseur to write that they were so united in purpose that
they “both smelled from the same nose-gay,”"” PEL was compiled during a period
between leftover Westminster jocularity and the more sophisticated forms their

irreverence took on the stage, in periodicals and political pamphlets.
i. Sources

The course that brought these two ambitious friends to compile “two pocket-sized
volumes” (over 600 pages) of women’s verse is not untraceable. They seem to have been
willing to try anything once, and as I demonstrated in Chapter One, they were not alone in
paying attention to seventeenth- and eighteenth-century female authors. Nor were they
without bibliographical resources, secondary as well as primary texts that provided them

with the verse and / or biographical information they needed.

"“Biographia Dramatica; or, a Companion to the Playhouse, 3 vols. comp. David Erskine Baker, et
al. (London, 1812) I: 712, qtd. in Random Records, 141.

'SGM reprinted at least a dozen of the Connoisseur papers, and LM forty-four. This reprint rate is
comparable to that of its chief rival, Edward Moore's The World. Bertelsen, 285 n.42. The essays were
reproduced and bound in volumes by Baldwin in 1755 and 1756.

'®The Monthly Review, or, Literary Journal (London: pr. for R. Griffiths) XVI, 443 (May, 1757).
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Although the sources for the poems in PEL are not difficult to determine (see the
following chapter), the location of the copies actually used by Colman and Thornton is
still a matter of speculation. Some may have been available in libraries at Oxford ~
particularly older volumes like those of Cavendish, Philips, and Behn. The Bodleian
library (as well as Cambridge and the King’s Library) had a legal right to a copy of every
book printed in England dated from 1662." The right to see these materials was not
guaranteed the students, however. Isobel Grundy explains the restricted access that men
at Oxford and Cambridge had to books at the colleges: *“In competition or collaboration
with the university libraries, those of the constituent colleges were run as shared
gentleman-and-scholars’ libraries. With exceptions (undergraduates who were noblemen,
or who got their tutors to borrow books for them, or obtained some special favour like
leave to borrow the butler’s keys), these libraries were for the use of faculty only.”"
Although not of noble birth, Colman and Thomton were resourceful, and could well have
gained access to the volumes needed. * The fact that Colman’s uncle was Earl of Bath
may have helped him gain certain reading privileges. Another possibility I have
mentioned is that George Ballard lent one or both of them books that he read himself.

There were also personal libraries from which to borrow, as well as an extensive

trade in older books, and in second-hand books generally.? Richard Baldwin, with his

YConnoisseur #140.

"®*Margaret Cavendish (whose books were all printed in London) sent copies to the colleges. Christ Church,
Oxford, which Colman and Thomton attended, has an ex dono authoris copy, but not of the 1668 edition of
her Poems which the editors used as their source (perhaps because Colman or Thomton removed it for their
own use?) See James Fitzmaurice, “Margaret Cavendish on Her Own Writing: Evidence from Revision and
Handmade Correction,” Papers of the Bibliographical Society of America 85: 3 (Sept. 1991) 297-307.

®Grundy, “Books and the Woman: An eighteenth-century Owner and her Libraries,” English Studies in
Canada, 20 (March, 1994) 1-22.

“*In most cases they would have hired a scribe to copy out the poems that they were interested in reprinting
from libraries, rather than bringing valuable older texts to the printers.

?'Such accessibility is evident in a scriblerian effort: although Aphra Behn's poem “The Golden Age” had
not been reprinted in the eighteenth century, Pope and his fellow satirists cited part of the first stanza of the
poem in Peri Bathous as an example of “the Florid Style.” Here Pope quotes lines 9-14 of Behn’s “Golden
Age,” and gives his source as “Behn's Poems. P 2.” Pope, “Martinus Scriblerus His Treatise of The Art of
Sinking in Poetry,” Miscellanies. The Last Volume. (London, 1727) 63. Janet Todd notes that “by cutting
Behn off in mid-sentence” in this quotation, Pope “makes her thought appear more pointlessly fanciful than
it really is.” Todd, The Works of Aphra Behn, 7 vols. (Columbus: Ohio State UP 1992) I: 385.
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shop full of books toth old and new, was doubtless an important resource (we know that
he was selling Pilkington’s Memoirs, for example) and would have had volumes of the
Gentleman's Magazine, from which the editors culled a few poems. Thornton, who was
living in London before Colman moved to Lincoln’s Inn in May, 1755, could have pored
over the tomes on the bookseller’s shelves. Mary Jones, who seems to have been a friend
of Thomton’s, owned Barber’s Poems and could have lent the book to him at Oxford
(given the enormous subscription list that accompanies Barber’s first two editions, it is
also possible that the editors had seen her books elsewhere). Thomton himself subscribed
to Mary Jones’s Miscellanies, from which they borrowed poems. Not all of the works
came from print sources, which Colman and Thomton indicate in a few instances in the
biographical introductions they provide.?

The majority of the poems in PEL did originate in earlier printed texts, however,
which raises the question of copyright. In the case of Dodsley’s Collection of Poems,
Michael Suarez argues that the scope of the collection was constricted by the copyright
held by other booksellers: “the realities of the Statute of Anne (1710) governing copyright
and the profit motive that legitimately drove Tully’s Head as a commercial enterprise
meant that ‘Dodsley’s Poems’ could include neither Andrew Millar’s poems, nor Thomas
Longman’s poems. . . . This is why Swift and Smart, for example, are not part of the
Collection. It also helps to explain why one quarter of the poets featured in Dodsley’s
miscellany were deceased when their verses were printed in the Collection.”” A more
dramatic statistic occurs in PEL. Fully three-quarters of the eminent ladies were deceased
when their verses were printed in the Colman and Thomton miscellany. Suarez is
referring to the world’s first copyright act, passed in 1710, “for the Encouragement of
Learning by Vesting the Copies of Printed Books in the Authors or Purchasers of Such
Copies.” The act signaled what has been called “a systematic attempt in Parliament to

“This is the case with the poems of Judith Cowper Madan. See Chapter Three and Appendix B.

ZMichael Suarez, ed., Dodsley's Collection of Poems by Several Hands, 6 vols. (London: Routledge,
1997) Introduction, I:1-230: 100.

*This replaced the Licensing Act, which had been allowed to lapse in 1695, primarily because it was
perceived as a restraint on trade.



46

further the interest of the writer as distinguished from that of the bookseller.”* Under the
statute the term of copyright was limited to fourteen years, with a possible second term if
the author was still living. For books already in print the statute provided a twenty-one
year term. Many of the source-texts for PEL were older than this, which meant that their
copyrights had expired in 1731. While all this is true, however, what Suarez fails to
recognize is that copyright rested in books, not in individual poems. Culling a poem or
poems from a volume did not constitute copyright violation.

Dodsley’s choices may simply reflect a preference for the new, whereas Colman’s
and Thornton’s demonstrate the desire for a chronological spectrum. While the
encyclopaedic and panegyric writings about women in the 1740s and ‘50s doubtless
motivated the young men, and gaining access to copies of books by women was fairly
straightforward, the specifically compilatory nature of the genre in which Colman and
Thornton chose to foreground these writers can be traced to older influences. The source
of their authority in undergoing such a project, and the skills required to carry it off, were

something they acquired gradually, and systematically, as part of their formal education.
ii. Traditions of Compilation

Ralph Griffiths’ brief acknowledgment of PEL in The Monthly Review of June, 1755, is

also an editorial dismissal:

As the materials that compose these volumes are collected from books, &c,
formerly printed, and most of them very common, we need say nothing more
of them.*

“Harry Ransom, The First Copyright Statute: An Essay on An Act for the Encouragement of Learning,
1710 (Austin: U of Texas P, 1956) 97. John Feather argues that in reality “authors had littie more than a
nod to acknowledge their existence” in the new Act, and “what might have been a stronger law to protect
their interests was actually watered down in Committee under pressure from the trade.” The relationship
between author and publisher was being formalized, yet within these arrangements an author’s rights “were
still seen as being transferred to a bookseller and then of no further concemn to the author.” Feather,
Publishing, Piracy and Politics: An Historical Study of Copyright in Britain (NY: Mansell, 1994) 69.

%Monthly Review, series 1, vol. 12: 512.
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In this, the complete review, Griffiths indicates that the editors of the collection have
displayed no more acumen that what the Earl of Shaftesbury had long before concluded
was the minimal skill required for the production of a poetic miscellany: “a little
Invention, and Common-place-Book Learning.””” The prescription may not be
inaccurate, but it does play down the importance of these prerequisites for successful
compilation. Invention was not the primary concern of those who hoped to realize a
printed collection of verse, but it did help if a broad reading experience were to be shaped
into a collection that evinced both variety and cohesion. In the Dictionary Samuel
Johnson defines ‘compile’ as a verb signifying “to draw up from various authors, to
collect into one body.” Johnson also offers a second, broader definition for the term “one
he notes as no longer in common usage™ but which seems to accommodate both of
Shaftesbury’s requirements. This is “to write, to compose” and “to contain; to comprise.”
The latter definition blurs the line between editorial work, compilation, and composition,
and seems a more fitting interpretation of what occurred in eighteenth-century print
miscellanies. The men who compiled PEL possessed both of the attributes that
Shaftesbury thought necessary to such an enterprise ~invention, and commonplace-book
learning.

As Shaftesbury’s epigrammatic gibe suggests, the printed poetic anthology had its
roots in the late sixteenth and seventeenth-century practice of keeping commonplace-
books. Part hobby, part memory tool, these books in progress are in many instances
manifestations of the “scribal publication” that Harold Love describes as encompassing,
but not limited to, works circulated within a coterie comprised of family and
acquaintances.™ The development of a commonplace-book constituted a private activity,
but was also a social engagement with other texts and authors. Such a book allowed for

juxtaposition of the well-known and the obscure, or of the self and others, combining, as

27Shaﬁesbury, Anthony Ashley Cowper, First Earl of, Characteristicks of Men, Manners, Opinions, Times,
3 vols. (London, 1711) 3: 6-7, qtd. by Barbara M. Benedict, Making the Modern Reader: Cultural
Mediation in Early Modern Literary Anthologies (Princeton: Princeton UP, 1996) 5.

Harold Love, Scribal Publication in Seventeenth-Century England (Oxford: Clarendon, 1993); The
Culture and Commerce of Texts: Scribal Publication in Seventeenth-Century England (Amherst: U. Mass.
Press, 1998).
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Victoria Burke argues in her recent thesis, “the acts of both reading and writing” and, at
times, “the opportunity for alteration and response.”” According to Peter Beal, the many
surviving commonplace-books from the mid-seventeenth century represent only a fraction
of those once in existence, because the practice “was one of the most widespread
activities of the educated classes in contemporary England.”*

As an essential component of a boy’s grammar school education throughout the
eighteenth century, his commonplace-book would contain pages of Latin and Greek,
along with French and the King’s English. Ann Moss testifies that this pedagogical

tradition was abiding, and its legacy far-reaching:

Pupils were required to make themselves commonplace-books, and to collect
excerpts from their reading under the appropriate heads. When they came to
construct compositions of their own, they were encouraged to use their
commonplace-books as a resource, culling from them quotations, examples,

and other illustrative materials. . . Children educated in this way brought into
adult life certain mental attitudes, certain habits of reading and writing which
characterized literate culture in Western Europe over a remarkably long period.*!

For well over a century, both the composition of original verse and selective verse-
collecting were fostered in particular at Westminster school, where “collecting poems
was not simply a fashionable hobby, but a means of acquiring and displaying the cultural
capital which established their identities as learned wits.”*

Colman and Thornton had been for years immersed in the custom of selection and

hand-written reproduction that formed an essential part of the Westminster education. As

»Victoria Elizabeth Burke, “Women and Seventeenth-Century Manuscript Culture: Miscellanies,
Commonplace Books and Song Books Compiled by English and Scottish Women, 1600-1660,” diss.
Oxford U, 1996.

**peter Beal, “Notions in Garrison: The Seventeenth-Century Commonplace Book,” New Ways of Looking
at Old Texts: Papers of the Renaissance English Text Society, 1985-1991 (Binghamton and NY:
Renaissance English Text Society, 1993) 134-147.

*' Ann Moss, Printed Commonplace-Books and the Structuring of Renaissance Thought (Oxford:
Clarendon, 1996) v.

*2John Gouws, “Nicholas Oldisworth and the poetic community of Caroline Oxford” unpublished paper
(Rhodes University, Grahamstown, South Africa, 1996) 14. This paper speaks to a period at Oxford long
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an exercise that combined the acquisition of literature (the extracts were also memorized)
and of judgment, the practice now seems like training in editorial aptitude. Nuggets of
wisdom and wit were identified and excerpted from the texts they read, increasing their
acumen in an activity that Burke refers to as “extracting the pith.”* Although the
commonplace book was initially a private collection, “not so much for the sake of
faithfully transmitting literary texts as for the use of the compiler,”** at Westminster the
books would have been seen by the boys’ schoolmaster, and might well have been shared
among the students themselves. They would have judged carefully what they read and
included in their books, lest they be judged.*

Current scholarship continues to debate the connection between common-place
books and printed miscellanies. Shaftesbury’s point about the influence of the former on
the latter testifies to a formidable link between the two. Although prescriptions printed
throughout the latter sixteenth and early seventeenth centuries stressed the classroom
context of the activity, the varieties of compilation evinced by manuscript and print
collections shared the same acquisitive impulse.’® Just as early type had mimicked a

scribal hand, manuscript compilations had, in turn, suggested how printed collections

before that of Colman and Thomton, yet as noted above, the traditions remained in place. Winchester
school was also known both for the composition and compilation of poetry.

»Victoria Burke, “Women and Manuscript Culture, 1600-1770,” paper given at the University of Toronto,
6 Dec. 1996.

3Beal, “Notions,” 133.

**Further, knowledge of classical writings was united with personal performance at Westminster, where
yearly performances of Latin plays were well attended, and students were elevated annually by
examinations held in public. These “consisted principally of the recitation in Latin and Greek on themes
given to the candidates by the examiners,” and were “designed to demonstrate the candidate's self-
confidence and quick-wittedness.” E. G. W. Bill, Education at Christ Church Oxford 1660-1800 (Oxford:
Clarendon, 1988) 90-1. William Cowper recalled his boyhood at Westminster “where little poets strive /
To set a distich upon six and five. . . [ was a poet too,” “Table Talk,” The Poems of William Cowper, ed.
John D. Baird and Charles Ryskamp (Oxford: Clarendon, 1980) I: 254-5, /I. 506-7, 510.

**A notable example of the connection between the commonplace-book and the printed miscellany, is the
commonplace-book that Mary Ann O'Donnell discovered at the Bodleian (Bodleian MS Firth ¢. 16). Itis
titled Astrea’s Booke for Songs and Satyrs, and is in several hands including Aphra Behn's. Many of these
poems later appeared in various printed anthologies, such as the Muses Farewellsic] to Poetry and the
various Poems on Affairs of State. O'Donnell, “Private jottings, public utterance: Aphra Behn's published
writings and her commonplace books,” Aphra Behn Studies, ed. Janet Todd (Cambridge UP,1996) 285-
309.
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should look. Both were objects that paid tribute to a cumulative literary effort that is not
easily categorized. As PEL illustrates, poetry could also be arranged under headings for
reference, as commonplace-books had done, in this case determined by the poets’ names.
Recent studies have located the main centres for the early production of print
miscellanies at Oxford, Cambridge, and the Inns of Court.’” This was particularly true of
Christ Church. It is not surprising that it was the Westminster students who went on to
Christ Church who formed “the nucleus of a sustained and coherent social group which
constituted itself through poetic activity.”** John Gouws foregrounds this activity as
being the result of a social network: “A Westminster boy arriving at Christ Church would
not find himself amongst strangers. As well as his three or four contemporaries from the
school, he would find schoolfellows from three or four previous elections and
Westminsters from previous generations.” Gouws’ description relates to the students of
the previous century, but little had changed by the time George Colman found himself
entering Christ Church in the autumn of 1751 and meeting with the senior Bonnell
Thomton, whose “literary friends and accomplishments must have had a compelling
effect on Colman, who was always an ambitious writer.”*’ The print miscellany for
which university students would combine their own and others’ talents shares with the
schoolboy’s commonplace-book an acquisitive, magpie-like impulse; both signal an

alliance between private writings and public consumption.*'

57See Arthur F. Marotti, Manuscript, Print, and the Renaissance Lyric (Cornell UP, 1995); Raymond A.
Anseiment, “The Oxford University Poets and Caroline Panegyric,” John Donne Journal 3:2 (1984)181-
201; Mary Hobbs, Verse Miscellany Manuscripts and “Early Seventeenth-Century Verse Miscellanies and
Their Value for Textual Editors,” English Manuscript Studies 1100-1700 (1989) 1:192-210.

#Beal, 15.

¥Gouws, 13.

*°Bertelsen, 30. The universities had long provided intersections between a kind of exclusive coterie
environment and a larger reading audience. Bemard Lintot brought out Oxford and Cambridge Miscellany
Poems in 1708, for example, and in 1750 appeared a volume titled The English poems collected from
Oxford and Cambridge verses on the death of His Royal Highness Frederick Prince of Wales. In 1757,
Richard Baldwin, the publisher of PEL, also produced a twenty-page collection of occasional verse, Poems
by Several Gentlemen of Oxford.

“'The early print miscellanies from the colleges had been in Latin, but this changed. Luctus Britannici, the
collection put together on the occasion of Dryden's death, by “the most eminent hands” in both universities,
is in two parts. The first contains poems in English, and the second, in Greek and Latin. The 1736 Oxford
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The result of such compilatory training was manifest in a juxtaposition of the
present and the past, and a sometimes curious negotiation between the self and the skills
and reputations of others. For all his criticism of imitation, for example, Mr. Town’s
position as critic and censor-general seems to testify to what Matthew Amnold, a century
later, would refer to as an epoch of concentration, rather than one of expansion.*
Colman’s first printed essay is a case in point. In an anonymous contribution to John
Hawkesworth’s Adventurer, titled “The Temple of Fame,” the undergraduate complains
of the inferior works created by geniuses.® He desires “that these unworthy stains could
be blotted from their works, and leave them perfect and immaculate,” and then
experiences a wish-fulfilling dream. Authors great and otherwise are imagined
sacrificing their less meritorious writings to the flames of Apollo’s altar. The complete
works of “The French critics” succumb to fire, while Chaucer consigns the more
scurrilous sections of his Canterbury Tales to the flames under Dryden’s tutelage, and
Milton purges his own writings of their unfortunate political defects under Addison’s
watchful eye. The unextraordinary essay is a young man’s attempt to define taste, in the
sub-genre of the vision-sequence made popular by Addison in The Spectator. “The
Temple of Fame™ reads also as a theory about the canon, and anticipates the justification
for separating grain from chaff in PEL, where again ancestral voices are cited for critical
authority.

The legacy of this sort of institutional training could, of course, prove a double-
edged sword; it is an over-developed “Commonplace-book Learning™ that threatens to
overwhelm “Invention” in Shaftesbury’s glance at miscellanies. Some version of this
paradigm is behind most reviews of anthological texts from the period. Ralph Griffiths’

complaint that PEL contained nothing new was made more on theoretical than on

collection Gratulatio Academiae in Nuptias Auspicatissimas, written on the occasion of the Prince of
Wales' marriage, contains verse in Latin, Greek, Hebrew, Welsh, German and English. Others were
entirely in the vernacular, which eventually dominated the collections, as they came to resemble more
commercial miscellanies “and to become commercial enterprises themselves.

*2Matthew Amold, “The Function of Criticism at the Present Time,” Essays in Criticism First Series
(1865), ed. Sr. Thomas Marion Hoctar (U ofChicago P, 1968) 8-30: 17.

$«The Temple of Fame,” Adventurer #40, 15 September, 1753.
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practical grounds; it contains many poems that he would probably not have read before. “
The anonymous author of “original letters and poems” in the slender volume, The Ladies
Cabinet broke Open, went further than Shaftesbury, accusing even those who made
claims to originality of having been corrupted by the passion for imitation. He prefaced
his efforts with scorn for men who acquired all their learning from the past, “those that
are constantly using their Common-Place Books, those Paroquets of Wit and Eloquence .

. somewhat like those Painters, who can do nothing in the World, but copy.”™* Such
accusations are not only about parroting, but about participating in a parasitic relationship
with history.

[t was this uninventive stance that Colman and Thornton were mocking in
adopting the title of “Connoisseur,” a word both ironic and loaded by the time their
journal came into being. Mr. Town makes this clear from his first instaliment: “I cannot
be insensible of the importance of the capital business of taste.”* Johnson’s Dictionary
defines “connoisseur” as: “A judge; a critick. It is often used as a pretended critick.” The
lucubrations of Mr. Town are generally intended to be read ironically. At other moments,
however, the essayist’s position is meant to be taken seriously, and it is those of whom he
writes that have the problem with perception and judgment. The appellation “Mr. Town”
is equally significant. Whereas the City describes that part of London within the ancient
city walls and the parishes immediately outside these walls, the Town signified “the
London of coffee-houses, gaming houses, stylish ‘bagnios’ and theatres, the more affluent

London, not the world of out-of-work servants, female hacks, and broken prostitutes.™’

“‘Barbara Benedict reads the unenthusiastic Monthly Review notice of PEL as an indication of the
“conventionality” of Colman's and Thomton's choices. Making the Modern Reader,163. I suggest that the
reviewer was protesting the simple act of including only poetry that had previously been printed, versus the
mixed bag that Dodsley’s recent collection had offered, filled with a large number of previously unpublished
poems by friends and acquaintances. It is possible, given the lack of reprints, that many reader would have
seen little, if any, verse by Newcastle or Killigrew, among others, before encountering PEL. That said,
there are poems by some of these writers that Griffiths could have seen in miscellanies. The newness of
PEL originated chiefly in the marriage of quantity and exclusivity in its contents.

“*Anon. The Ladies Cabinet broke Open: Original Letters and Poems (London, 1710) 17-19.
““Connoisseur #2, Feb. 7, 1754, 1: 7-12.

“"Bertelsen, 32.
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Mr. Town, then, enjoys a geographical position of cultural authority, that of the jester
with an insider’s knowledge. With him we joumney to the coffee-houses, book-sellers’
shops, and Covent-Garden. A perverse messiah of taste, he warns that “whoever
becomes my disciple must not refuse to follow me from the Star and Garter to the Goose
and Gridiron, and be content to climb after me up to an Author’s garret, or give me leave

to introduce him to a new route.”™*
iii. Commercial Anthologies

The keeping of commonplace-books and the miscellany print culture that drew on
this practice were disparate activities, the latter seeking to create, even as it relied upon,
public demand. A level of professionalism in the form of judicious editorial selection
was expected, although the criteria that governed such collections were manifold. Verse
anthologies printed for profit in the late seventeenth and early eighteenth century, for
instance, had concentrated primarily on groups of writers who shared a similar period
and background "another extension of the coterie writing environment. Many such
collections centred in a group of courtiers, such as Aphra Behn’s 1685 Miscellany, which
consists of poems by Behn’s aristocratic friends.*

The printed miscellanies that more closely preceded PEL constituted a fluid genre,
often including letters or beau jestes alongside poetry. Jacob Tonson’s six-volume
Miscellany Poems, or Dryden’s Miscellanies (1684-1709), comprised not only Dryden’s
work, which were the highlight of every volume, but promoted that of other Restoration
wits like Etherege, Roscommon, and Sedley. T. A. Birrell argues that before the first
volume of Miscellany Poems was produced in 1684, “there had been miscellanies of

songs; miscellanies of so-called ‘drolleries’, i.e. scabrous and erotic poems; miscellanies

BConnoisseur #1.

“Aphra Behn, ed. Miscellany, being a Collection of Poems by several hands. Together with Reflections on
morality, or Seneca Unmasqued (London: pub. J. Hindmarsh, 1685). Dedicated to Sir William Clifton, this
collection includes poems by the Earls of Dorset and Rochester, Sir George Etherege, Anne Wharton,
Nahum Tate, Henry Neville Payne, Henry Crispe, Mrs. Taylor, Tom Brown and Thomas Otway. Also
included are Behn's eulogy for Rochester and her translations of La Rochefoucauld's maxims.
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of political poems; and of course translations from the classics.” Yet as a vehicle
primarily for the first authorized version of MacFlecknoe, and recent best-sellers Absalom
and Achitophel and The Medal Tonson’s “Miscellany Poems does not fit any of these
categories: it was simply a ragbag, with some very good stuff on the top.”** Whereas
Birrell emphasizes the different categories of the titles, in this instance he ignores the
miscellaneous quality of the contents of other collections. He also ignores the impact of
the manuscript miscellanies that Harold Love has demonstrated served as models for
commercial anthologies. Clearly the product of coteries of friends, each early printed
collection also contains a variety of genres: the fable, the translation, the song. They were
all, indeed, ‘rag-bags’, and Tonson was not being especially innovative in allowing such
vagaries in his collections.

Later editors continued to build their tables of contents around a specific group of
persons, but along with the greater demand for the written word from consumers in the
evolving literary marketplace came a larger pool of scribblers from which to draw. The
titles of the anthologies that preceded PEL testify to their variety, both of authors and
subject matter. Many titles were non-committal, like The flower-piece: a collection of
miscellany poems. By several hands (1731), which marries the etymology of “anthology”
with that of “miscellany,” or the many variations on a title like Poetical pieces by several
hands (1752). Or again, a title might suggest a thematic aesthetic, such as The beau'’s
miscellany. Being a new and curious collection of amorous tales, diverting songs, and

entertaining poems (17317), which also comprises a variety of poetic forms.*!

*°T. A. Birrell, “The Influence of Seventeenth-Century Publishers on the Presentation of English
Literature,” Historical & Editorial Studies in Medieval & Early Modern English, ed. Mary-Jo Am and
Hanneke Wirtjes (Groningen: Wolters-Noordhoff, 1985)163-173:169

3! The flower-piece (London, 1731); Poetical pieces by several hands (London, 1752); The Beau's
miscellany (London, 1731[?]). I use “miscellany” and “anthology™ interchangeably throughout this thesis,
despite the etymological parameters drawn by Alistair Fowler and Michael Suarez around the term
“anthology”: “Modern literary critics tend to see the Collection as an anthology (from the Greek,
anthologein, to gather flowers), a gathering of the best and most beautiful poems from the whole field,
rather than as a miscellany (from the Latin, miscellaneus, from miscere, to mix), a grouping of poems of
decidedly mixed value from a limited range of what was available.” Suarez, Dodsley's Collection,
“Introduction,” 102. I would argue that every collection is limited by available material. A collection
devoted solely to women's poetry has a necessarily “limited range,” but this should not preciude the term
“anthology” from being applied to it. Barbara Benedict, who argues that anthologies and miscellanies
“constitute the same genre because they share means of material production, audience, and forms that define
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Original verses were printed alongside the familiar. Authors of the previous
century, like Dryden, were still popular.’? Pope, of course, remained a standard
throughout the half century following his death. At the same time, the extent to which
authorship was acknowledged at all in most miscellanies reflects the eclectic nature of
these compilations. Within a single book some poets would be named, while others were
pseudonymous (“A Lady” or “Lysander”) and still others appeared anonymously. These
pseudonyms were a remnant from coterie culture, where groups of friends cou/d identify
the writer, but now appeared for a much wider, mystified, paying audience (like the
poetry sections in the Gentleman’s Magazine, the London Magazine, and others). Of
Dodsley’s Collection, Suarez notes that “until the publication of Reed’s annotated
edition in 1782, it seems that part of the appeal of the miscellany was the literary pastime
of identifying authors with their poems in Dodsley’s miscellany.”® Although the claim to
novelty is not always reliable; the word “new” puffed even the altered title pages of re-
issued books, and poems characterized as “never before printed” had often appeared
elsewhere. Other poems actually had only circulated in manuscript previously, and had
been “lost” to their authors (hence the challenge of identifying them). Jonathan Brody
Kramnick argues: “What is a canon, after all, if not a pantheon of older writers and their
works? For much of the eighteenth century, however, the English canon consisted of
writers valued for their modernity.”**

By contrast, PEL offered something different again, a text full of certainty. The
advertisements for other verse collections might list some of the more important names,

followed by *“and several other hands” (or eminent hands), but the puffs for PEL

their cultural functions,” notes that “anthologies are conventionally defined as volumes containing a
historical survey of English literature, and they are thought of as being compiled by editors from canonical
material. Miscellanies, in contrast, are understood to be bundled together from contemporary, fashionable
material by booksellers.” Benedict, Making the Modern Reader, 3,4. Again, I would argue that PEL does
both.

*2This sort of demand led to a number of suspect posthumous “first” printings of poems purportedly written
by authors like Behn, especially in the 1690s.

$Suarez, “Introduction,” 90.

**Kramnick, Making the English Canon, 15.
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obviously listed them all. With only one exception, PEL is not and does not claim to
contain “new” work,* yet the editors claim a higher status for the anthology than that of
sub-literary hackwork in other historical miscellanies, like The Muse in Good Humour:
Or, a Collection of Comic Tales (1745), which was puffed as containing works “From
Chaucer, Prior, Swift, La Fontaine, Dr. King, and other eminent Poets. Together with
some Originals.”¢

Kramnick argues that an increase in conscientious canon formation in the middle

decades of the eighteenth century was in part a response against women writers:

Modemity generates tradition. The swelling of the book trade, the passing
of aristocratic authority, the rise in literacy, the prominence of women writers
and readers, the professionalization of criticism, together provoked over the
course of the century a recourse to older works as national heritage.*’

What Colman and Thornton were engaged in, however, was an act of inclusion (and
enclosure) that located the “modern” fact English of women writing on a continuum. The
Preface identifies the authors in PEL as “not only an honour to their sex, but to their
native country.” Again, PEL is not titled Poems on Several Occasions by Female
Hands or something similar because the focus of the collection is on the poets rather than
the poems. It is a memento mori of sorts because, as I have noted, fully three quarters of
the poets therein were deceased when the collection was produced.

Perhaps because of this nostalgic aspect of the genre, the poetic miscellany was a
part of an expanding print culture that could not stop talking about itself. Working in
such a self-conscious area, editors feared that a book would either be labeled a loathsome

child of Dullness, as in The Dunciad or, as in Idler #85, merely a “useless compilation™:

55This exception is the claim that the editors make in regard to a poem by Judith Cowper Madan. See
Chapter Three and Appendix B.

*$Cancel title-page of the reissue of first edition, both 1745.
57Kramnick, English Canon, 1.

58preface, PEL, I: A2.
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One of the peculiarities which distinguish the present age is the multiplication

of books. Every day brings new advertisements of literary undertakings. . . .They
have often no other task than to lay two books before them, out of which they
compile a third, without any new materials of their own, and with very little
application of judgment to those which former authors have supplied.”

While he is specifically addressing books like Goldsmith’s History of the World in this
essay, Johnson’s emphasis on sound judgment ultimately offers no hope for any genre
characterized by proliferation, since “the great sage, who thought ‘a great book is a great
evil,” would now think the multitude of books a multitude of evils.””® The compiler’s

task was often a thankless one. Jonathan Swift had complained:

But these are not a thousandth Part
Of Jobbers in the Poets Art,
Attending each his proper Station,
And all in due Subordination;

Thro’ ev’ry Alley to be found,

In Garrets high, or under Ground:
And when they join their Pericranies,
Out skips a Book of Miscellanies.*!

The anticipation of such criticism led editors to develop defensive strategies. While
delight and instruction of the public were frequently cited as reasons for compiling an
anthology, so too was a tongue-in-cheek acknowledgment of the commodification of
literature. In 1727 Edmund Curll, notorious for his opportunistic business practices,
brought out a two-volume Miscellanea of letters and verse by well-known authors which
contains a poem by William Pattison that makes specific reference to Jacob Tonson’s
early efforts as a model for future enterprise. “To Mr. E. Curll, Bookseller” testifies to a

larger shift in the literary marketplace, and recognizes an area of potential growth:

Johnson, Idler #85, Works, I1: 264.
Oldler #85, 266.

*'Jonathan Swift, “On Poetry: a Rapsody([sic],” Swift: Poetical Works, ed. Herbert Davis. (London: Oxford
UP, 1967) 569-584, /. 311-318. All subsequent references to Swift's verse are to this edition.
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While spurious Poems daily vex us,

And cannot please, but must perplex us;

While TONSON builds on DRYDEN’s Name,
And flourishes in Wealth and Fame,

By swelling Volumes three to six,

And other miscellanous [sic] tricks,

By stuffing them with Rhymes on Trust,
(Well, Things by standing will get Dust.)

Then pr'ythee CURLL, e’er ‘tis too late,
(For Mortals must submit to Fate)
Collect, correct, and eke produce

The scatter’d Labours of thy Muse. . . ¢

No word (with the exception of ‘fire’) would be as fearsome as ‘dust’ to a
bookseller. It was with caution that Robert Dodsley later espoused the precept “collect,
correct, and eke produce” with his highly successful Collection of Poems by Several
Hands (1748). Dodsley also swelled volumes three to six, and the collection underwent
twelve editions over the thirty-four years after it appeared. In spite of the fact that many
of the poets in Dodsley’s collection were friends, the scope and popularity of the volumes
demonstrate that anthology production had distanced itself considerably from coterie
publication. Suarez posits that the experienced bookseller saw an area ripe for

exploitation at mid-century, and seized the opportunity created.

Dodsley, a bookseller known both for his remarkable sensitivity to the
London poetry market and for his impeccable sense of timing, was testing
the market for a new multi-volume anthology now that the miscellanies
associated with Dryden, Fenton, Steele, Pope, Pemberton, and Lintot no
longer occupied a significant place in the London book trade. The former
bestsellers had run their course and were now dated. . . . The bookseller had
all he needed to float a trial balloon: a large stock of poetry consisting of
some pieces that had already won public approbation and other works that
had never appeared in print before, a solid reputation as one of London’s
leading literary establishments, and sufficient capital to support his plan.®

“*William Pattison, “To Mr. E. Curll, Bookseller” Miscellanea. In two volumes. (London, 1727 [1726])
1:145, /1.1-12. The poem is here dated 1715.
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There was obviously a large stock of poetry by women in the same state, as well, but
George Colman and Bonnell Thornton were on less steady ground with their own project
at Oxford and London, since as yet they enjoyed only minor literary reputations as
conductors of the Connoisseur.* The literary marketplace of 1755 would have worked
both to their advantage, and against it. On one hand, the reading public had not forgotten
Ballard’s Memoirs of Learned Ladies and Duncombe’s Feminiad, and may have regretted
that only poems by two women appeared in Dodsley’s first edition.*

On the other hand, Dodsley’s fourth volume, along with new editions of the first
three, also appeared in May of 1755, and was puffed no less than ten times in the Daily
Advertiser.®® Dodsley’s accomplishments were lauded by the Edinburgh review as an
exclusive enterprise, being “much more valuable than any other of the same kind” and
“already known to all persons of taste.” As Suarez explains, the collection, which gave
rise to two unauthorized ‘supplements,’ “was generally regarded as the epitome of polite
taste during the second half of the eighteenth century.” The lukewarm response to PEL
in The Monthly Review (“most of them very common, we need say nothing more of
them”) stands in contrast to the warm reception the same magazine had given Dodsley’s
fourth volume the month before: “the merit of the three former volumes of the Collection

is sufficiently known; the contents of this new one are not beneath the good company they

“Michael F. Suarez, “Trafficking in the Muse: Dodsley’s Collection of Poems and the Question of Canon, ”
Tradition in Transition: Women Writers, Marginal Texts, and the Eighteenth-Century Canon, ed. Alvaro
Ribeiro and James G. Basker (Oxford: Clarendon, 1996) 297-313: 301.

“Both Colman and Thornton would later have poems published in supplements to Dodsley.

%These were Mary Waortley Montagu (Dodsley, I: 91-126; IV, 83-85, 206-209; later in V1. 247) and
Elizabeth Carter (II1: 217-22; later in V: 330-332; VI. 244-246).

%Suarez, “Trafficking,” 304. Suarez argues that the proliferation of advertisements may reflect that
Dodsley had to work especially hard to sell the Collection.

’Suarez, “Trafficking,” 297.



are introduced into.””* The combined reviews indicate more than approval and
indifference, but market saturation.®

Suarez distinguishes between what Dodsley accomplished in the Collection, and
what he calls Colman’s and Thomton’s “history of female writing,” in terms that locate

the authority of the younger men in the finite, manageable nature of their editorial project:

Whereas Dodsley used the by now traditional procedure of booksellers by
compiling his Collection of Poems as an ongoing project that advertised the
distinctive quality of his “stable™ of writers, and thus his own literary judgment,
Colman and Thomton, already proven critics, completed their history of female
writing as a single, authoritative venture.”

It is true that both were highly educated, unlike Dodsley, who had once been a liveried
footman. But Dodsley had appeared only as the publisher of his anthology, and had
employed a number of “gentlemen editors” in the construction of his collection, in
particular his friend William Shenstone, as well as Colman’s uncle, William Pulteney.
Further, Dodsley had published The Dunciad, was a patron of Johnson’s Dictionary, and
had his hand in countless magazines. Colman and Thornton were essentially privileged
idlers at this point; theirs were not yet bankable names in 1755. PEL appeared ata
liminal stage, both in the lives of its editors, who were making the transition from reading
at Oxford to writing in London, and at a period during which expectations that attended

printed collections of verse were in flux.

% Monthly Review 12 (May 1755) 382, qtd. in Harry M. Solomon, The Rise of Robert Dodsley: Creating the
New Age of Print ( Carbondale: Southem Illinois UP, 1996)116.

*Suarez points out that the Bowyer ledgers record a second impression of Dodsley’s fourth volume in 1755
at 1500 copies, and estimates that John Hughes' initial printing of the volume would have run to at least
1000 copies, and may well have been 1500 (“Trafficking, 310).

Suarez, “Trafficking,” 311.
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iv. Collections of Beauties

Even as the historical nature of PEL represents a late development in the
movement from commonplace-book to commodity print culture, the anthology
anticipates another (sub)genre that was already evolving. A variation on the poetic
miscellany was the book of Beauties, which claimed to isolate those sections that were
superior, either from an individual’s work or from that of several writers. Barbara
Benedict suggests that the genre resulted from changing literary values at mid-century
that “facilitated the commodification of beauty in a new, material form.””" These
collections contained passages and snippets of fashionable verse and prose, promising
quality rather than the “light, humorous, and fresh works” advertised by miscellanies.
Beauties were particularly attractive to printers, as extracting poems out of larger
collections avoided copyright infringement. Collections such as J. Hinton’s Beauties of
Poetry Display'd (1757) were frequently reprinted, as were texts like The Beauties of
Watts, which Johnson praised for its accessibility.”? The new format was also a kind of
socialized commonplace-book, whose short passages were read and often memorized by
students and inexperienced readers: “Like commonplace collections, beauties display the
cultural education, or at least the values, of the owner. As printed versions of
commonplace collections, however, Beauties embody the eighteenth-century location of
authority in a printed culture which could be purchased and absorbed by anyone with

sufficient means.”” Regardless of the distinction that Benedict draws, the distinction she

'Barbara M. Benedict, “The ‘Beauties’ of Literature, 1750-1820: Tasteful Prose and Fine Rhyme for
Private Consumption,” 1650-1850: Ideas, Aesthetics. and Inquiries in the Early Modern Era, 1 (NY: AMS
Press, 1994) 317-346: 318.

2J. Hinton, ed. The Beauties of Poetry Display'd, 2 vols. (London, 1757); The Beauties of the late Revd.
Dr. Isaac Watts; to which is added the life of the author (3rd ed. London: pr. for G. Kearsley, 1782). Of the
Watts book Johnson said that “z man will often look and be tempted to go on, when he would have been
frightened at books of a larger size and of a more erudite appearance.” Johnson's “Miscellanies,” qtd. in
Benedict, “Beauties” 320. Pope had also used quotation marks to indicate the “beauties™ in his 1725
edition of Shakespeare.

PBenedict, “Beauties,” 323.
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draws between private and public consumption was eroding with this increased emphasis
on commodification.

For the most part, Colman and Thornton also chose lighter verse for inclusion in
PEL, but they emphasized, too, the quality of their product. The fact that they chose the
best poems among a large number of possibilities is made clear in the Preface, as is the
notion that their choices represent the literary “beauties” among women writers.
Although the editors usually include complete poems, on two occasions they also
anticipate the book of Beauties by reprinting only passages from longer works that they
consider inferior to the section they reprint.” The poem that appears as “Wit” by the
Duchess of Newcastle in PEL is actually the concluding twenty-two lines of a much
longer poem: in a footnote, the editors explain that this piece, as well as the one preceding
it, are “taken from the part of this lady’s poem which is entitled Fancies, and is somewhat
extravagant.”” Part context, part prescription, the footnote serves as a guide for reading
the eccentric duchess. Similarly, the section of Aphra Behn'’s verse contains a fragment;
the piece titled “Part of an Ode to Desire” is the second half of Behn’s “On Desire. A
Pindarick.” The conscientious title advises the reader that Colman and Thomton have
used their editorial prerogative to decide in favor of the faster moving latter half of the
pindaric.™

Collections of Beauties highlighted the options available to editors for displaying
and packaging verse. Another way in which PEL anticipates the new genre is in the
arrangement of poetic material. Although the anthology is divided into sections
according to author, rather than according to subject matter as the Beauties would do, the
authorial divisions in PEL are still determined in a way that earlier printed collections of

verse were not.

MGreer approves of the fact that “it does not occur to [Colman and Thomton] to tailor any poem to fit in
with their notions of acceptability,” Slip-shod, 254.

BPEL, 11: 206.

Hinton's 1757 Beauties was probably influenced by the contents of the Colman and Thomton anthology.
See my conclusion for a note on authors that overlap.
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v. Alphabetical Arrangement

The first edition of Biographia Britannica (1747) sparked a long-lasting debate
about the best way to introduce information to the reader. The breadth of coverage posed
problems that spoke to the didactic and moral function of the collection. Related to this,
another, less obvious source of concern was alphabetical arrangement, an organizational
system which Jean Wood has identified as Such an organizational system created what
Jean Wood identifies as the “potential to include the controversial alongside the
admirable,” which critics argued “would obscure, if not counteract, the didactic effects of
the biographical collection.””” The debate was far-reaching, and not easily resolved.
Later, ambivalent reviews of biographical dictionaries suggested that instead of the
alphabetical arrangement of names, sections with such titles as “Fortitude”, “Virtue”, and
“Education” would better guide the reader’s experience of history: “In the alphabetical
arrangement,” the reviewer for the European Magazine warned, “the great and the little,
the good and the insignificant, not to say the censurable, are linked together, like good
and bad neighbours.”’®

Even Samuel Johnson had a choice to make in ordering his own Dictionary of the
English Language alphabetically "not all dictionaries had done so. Published the same
year, PEL speaks to the concerns of the period about the proliferation and the
containment of information. George Ballard, for one, had adhered to chronological
arrangement for his subjects.” PEL reflects the more leveling alphabetical arrangement

that characterizes Biographia Britannica.® 1 have noted, however, that this system was

" Jeanne Wood, “‘Alphabetically Arranged’: Mary Hays’s Female Biography and the Biographical
Dictionary,” Genre: Forms of Discourse and Culture XXXI (Summer 1998) 117-142: 122, 123. [ am
much indebted to this article, and to Jeanne Wood for sharing with me an early draft of her paper.

"8 European Magazine, 43 (1803): 451, qud. in Jeanne Wood's ““Alphabetically Arranged,™ 118.

"“Those, whose Memoirs are here offered to the publick, I have placed in the order of time in which they
lived. . .” Ballard, vii.

8Gerard Langbaine had also ordered his Lives and Characters of the English Dramatic Poets (1691)
alphabetically.



unheard of in a verse miscellany.* The Nine Muses had not been introduced
alphabetically, nor were the poets in Dodsley’s Collection of Poems.

The result of this arrangement in PEL is both a sense of order, and of randomness.
The sequence implies that all is known by the editors and is reflected in the anthology
(again, there is no “by an unknown hand,” here). Yet the alphabet is an arbitrary order in
every other respect, and it is owing to alphabetical arrangement that Mary Barber’s poems
appear first in the collection; no other woman in the anthology is introduced by a letter of
recommendation, as Barber is by Swift and, more significantly, Jones’s opinion on what
the female poet should be (good humoured, grateful) and what she should not be
(romantic, morose). The alphabet and editorial prerogative come together. Situated at
the beginning of PEL these epistles, together with Barber’s domestic poetry, seem in
some definitive way to set the standard for what follows. Barber is also an amusing
writer, a good opening act.

It is only an opening, however, and there are seventeen poets to follow ~"a copious
reading experience for which a sequence has been determined. Due to the arrangement
of PEL, Barber is followed by the ill-reputed Aphra Behn, and the alphabet yields
thematic results. When the Restoration professional follows the late Augustan hopeful,
Behn is strikingly old-fashioned and embarrassingly sentimental (as well as sexy ~
something Barber emphatically is not). Barber, alongside Behn, is domestic almost to the
point of triviality, even more occasional, and very much a student of Swift. Other
Juxtapositions underscore differences. Katherine Philips, the matchless Orinda, is
followed by Laetitia Pilkington, the notorious memoirist. Pilkington herseif is followed
by a poet renowned for her piety, Elizabeth Rowe. Due to the inclusion of a poetic
exchange between Anne Finch and Alexander Pope, and Finch’s alphabetical placement
at the end of the second volume as Lady Winchilsea, her answer to him are the last words
we encounter in the collection.

Itamar Even-Zohar has argued that: “The whole process of canonization should. . .
be viewed in relation to the process of standardization which is itself imbued with an

inherent dichotomy: being democratic in one respect and —in stark contrast--

8l have not found any earlier anthologies ordered in this way.
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discriminatory (autocratic) in another.”® If this is indeed the paradox that fuels canon
formation, PEL “with its offerings of the notorious and the universally beloved™
encapsulates such a process. Throughout PEL alphabetical arrangement does allow for
placement of “the controversial alongside the meritorious.” The juxtaposition of different
poets and their poems conveys a variety of attitudes toward issues such as marriage,
writing, or death. To these authors and their writings chapters four through seven will
turn. First, issues of publication require discussion, because in addition to editorial
agency more concrete issues of print contribute to encode these two pocket-sized volumes

with cultural significance.
II. Publication

For Johnson and his contemporaries, the word ‘editor’ was nearly synonymous
with a “publisher,” as it is in modern French. The second half of Johnson’s definition,
“he that revises or prepares any work for publication,” is the modern English sense.
Jerome J. McGann points out that “every work of art is the product of an interaction
between the artist, on the one hand, and a variety of social determinants on the other.”®
As with any printed text, the revision and preparation of PEL testifies to the efforts of a
larger community, including the ambitious young bookseller, Richard Baldwin, who had
been selling the Connoisseur in Paternoster Row for a year and a half before he
collaborated with the creators of Mr. Town in fashioning a new literary commodity.

R. Baldwin is the only name that appears on the title page of PEL, and many
would have assumed he was the editor as well as the publisher, as Dodsley had officially
been. John Nichols notes that “the name of Baldwin has long been, and still continues to
be, famous in the annals of Bibliography.”* The Baldwin family was active from late in

the seventeenth century; Richard Baldwin senior (1694-1777) was succeeded by his sons

“Itamar Even-Zohar, “Polysystem Studies,” Poetics Today 11 (1) 9-26.

$McGann, “The Text, the Poem, and the Problem of Historical Method,” New Literary History 12 (1981)
269-288: 274.

*Nichols, Literary Anecdotes, 3: 716.



66

Robert (1717-1748) and Richard Junior (1724-1770) (the name is also problematic
because all three are abbreviated “R. Baldwin” on the title-pages of their books).*
Baldwin may well have hoped that PEL would bring him a measure of the profits that the
Collection of Poems had garnered for Dodsley, as well as similar professional recognition
if successful. The poor quality of Dodsley’s first edition, as well as his own
correspondence, point to the likelihood that Dodsley had not seen “the first edition of the
Collection as anything more than a low-budget publishing experiment.”* The older
bookseller had afterward improved upon and invested considerably in the printing of later
editions (the second of which he was already planning a week after the first appeared).
Baldwin, by contrast, ensured that PEL was carefully printed the first time ~a finite text in
no need of corrected editions, one that had progressed through the female poets of the
alphabet and would not be requiring a third volume. Like Dodsley, Baldwin charged the

standard trade price of three shillings a volume.
i. Titles

While it was Baldwin who would have financed the project and Colman and
Thomton who compiled the anthology, even the titles of poems, apparently the province
of the editor, represent an area of wider collaboration. In some cases occasional subtitles
were removed, usually because information is omitted that the editors (or a compositor?)
considered extraneous, such as Katherine Philips “Against Pleasure. An Ode,” which in
their source was “Against Pleasure, set by Dr. Coleman.” No music for songs is provided
in PEL, and Dr. Coleman, though one of the principal composers and music teachers

during the Interregnum, had long been forgotten.*” Historical or archival emphasis is

*3C. [Christine] Y. Ferdinand, “Richard Baldwin Junior, Bookseller,” Studies in Bibliography. 42 (1989)
254-264: 257. Richard Jr. was elected to the office of Renter Warden of the Stationer's Company in 1753,
and was accepted into the London booktraders' established congers ~groups of booksellers who bought
copies in partnership and as such minimizing the risks of uncertain ventures, and the profits of solid, steady
selling titles. There are 750 Baldwin imprints recorded from Richard Baldwin Junior’s lifetime (from 1730
through the 1760s).

%Suarez, “Trafficking,” 301.
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limited in such cases, and Restoration literary systems are elided in the present values.
Changes were also introduced to Philips’s poem originally titled “To my Lady Elizabeth
Boyle, Singing™ Since Affairs of the State &c.” “Since Affairs of State” here refers to the
first line of Act I of Philips’s play, “Pompey.” In Philips’s posthumous 1667 Poems the
song that this poem refers to appears separately as “Song from Pompey: Act I,” and
begins “Since affairs of the State are already decreed, / Make room for Affairs of the
Court. . . “ The title, addressed to Philips’s friend Elizabeth Boyle, signals an ongoing
poetic dialogue, reading and response. These Colman and Thornton do not much convey
in their new title “To Lady Elizabeth Boyle, singing a song, of which Orinda was the
author.” The title the editors devised gives what they thought was the necessary
information: the song the lady is singing was written by Orinda, whereas the fact that it
originally appeared in print in a play by Orinda seems dispensable in an anthology.

By contrast, where earlier literary allusions had once been understood, the need
was for Colman and Thornton to develop explanatory titles, again with reference to more
present values. Mary Chudleigh’s poem, titled “To Eugenia, on her Pastoral” in PEL,
was originally titled simply “To Eugenia.” Apparently, the Eugenia addressed in this
piece has written something on the golden age, and Chudleigh’s poem itself testifies to a
literary correspondence and mutual encouragement. More extreme is the case of Laetitia
Pilkington. One of Pilkington’s poems is untitled in her Memoirs. A school exercise she
did for her brother about spoiling paper, it was cleverly titled “Carte Blanche” by Colman
and Thornton when they chose to include it in PEL. In other instances they expand on the
titles that Pilkington gave, in order to provide some of the context that she supplied in
prose in the Memoirs. Her poem “The Petition of the Birds,” becomes in PEL “The
Petition of the Birds to Mr. Pilkington, on his return from shooting.” Pilkington’s “The
Seventh Ode of the Third Book of Horace Paraphrased™ appears in PEL with the subtitle
“Written in the Absence of her Husband.”* And her “Expostulation” appears with a
longer title, “Expostulation. Written in Distress,” in the anthology.

*’Patrick Thomas, The Collected Works of Katherine Philips: The Matchless Orinda, Vol. 1. The Poems.
(Essex: Stump Cross Books, 1990) 355n.

*PEL, 11: 253. The editorial sub-title reinforces the connection to Horace’s ode, in which he comforts
Asteria’s mourning for the absence of her husband. The sub-title also qualifies the ode as one which
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As is common in books of the period, the titles as printed on the Contents pages of
PEL are not always identical to those that precede the poems in the book. These shorter
versions were doubtless the responsibility of the compositors, whose chief concern was
with the limitation of space. Usually, though, they were generous; for instance they
include in full Cockburn’s lengthy title “A Poem, Occasioned by The Busts set up in the
Queen’s Hermitage; Designed to be presented with a Vindication of Mr. Locke, which
was to have been inscribed to her Majesty.” Here, mention both of the queen and Locke

in one title caters to editorial preoccupation with lending status to the collection.®

ii. House Style

Since the sources from which Colman and Thornton borrowed span a hundred
years, incidental print practices within PEL speak to the anthology’s place within the
evolving history of print. With few exceptions “most of the conventions of English
spelling and punctuation are the creation of printers and compositors, especially in the
seventeenth century.”' PEL evinces the mid-eighteenth-century changeover from old
style (capitalization of all nouns, italics used for proper names, and rhetorical
punctuation) to new style (capitalization only of proper nouns, italics only for emphasis,
and grammatical punctuation). For instance, the source of Margaret Cavendish’s poems
in PEL, the third edition of her Poems and Fancies (1668), although considerably
improved upon since the first edition, is still a text marked by archaic spelling and what

would have been to printers in 1755 unconventional punctuation, italicization, and

“preserve[s] the conjugal faith she had plighted him.” IIl. vii. 244-45 (Works of Horace, 1: 244-45). By
including the poem in her Memairs, Pilkington was constructing a reputation. Colman and Thornton, by
contrast, having stated in their introduction that Pilkington lacked discretion (II: 234), put a different sort of
spin by the sly insertion of this subtitle.

®pEL, I:234.

* It may also have been necessary to explain the poem, which had originally appeared in GM, with no prose
context or supporting poem alongside it. See Chapter Three.
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capitalization.” Spelling in PEL is often altered in order to modernize archaic words, and
other changes are introduced to bring these poems (Cavendish’s in particular) into
keeping with standard mid-eighteenth-century print practices.

Anne Killigrew’s verse serves as a good example of the changes that were
introduced by the printers of PEL. There is only one possible source for her work ~
Killigrew’s 1686 Poems™ and the modernization of spellings that occur in PEL are
characteristic of the process generally. For example, in the first poem by Killigrew, “The
Complaint of a Lover,” the spelling of ‘younder’ is changed to ‘yonder’, and ‘Phebus’ to
‘Phoebus’. Common nouns are no longer capitalized (‘Flowrs’ is changed to ‘flow’rs’).
Elsewhere, the adjective ‘Poetique’ becomes ‘poetic’. Spacing at times changes for the
convenience of the printer. The original printing of her best-known poem, “Upon the
saying that my Verses were made by another,” leaves a space between the first couplet
and the rest, and divides the remainder of the poem into five stanzas of varied lengths,
signaled by similar spaces and by indentations of the first lines of these stanzas. Except
for the third line of the poem, PEL retains the practice of indentation, but runs the stanzas
together without separation. Elsewhere, PEL also omits many of the spaces between
stanzas that are allowed in the original (this does not occur with quatrains, but poems
with longer stanzas, such as between the uneven sections of most of Mary Masters’s
poems). The numbering of stanzas is preserved in some cases but not in others. In other
instances the printers changed the Arabic numerals between sections of a poem to Roman
numerals.”

Punctuation, which for the most part follows the original, does undergo local

variations in PEL.** One of the first popular grammars of the eighteenth century,

°IR. C. Bald, “Editorial Problems— A Preliminary Survey,” Art & Error: Modern Textual Editing, ed.
Ronald Gottesman and Scott Bennett (Bloomington: Indiana UP, 1970). 37-53:41. It has not yet been
determined what printer Baldwin employed to produce PEL.

*2Cavendish had numerous hand-written corrections inserted in the copies of books that she donated. She
also made (or ordered) hand-marked deletions. “A striking feature of the corrections made by the corrector
is that they are produced in such a way as to resemble print.” Fitzmaurice, “Cavendish on Her Own
Writing,” 301.

»Mary Chudleigh's poem “The Resolve,” for example, is made up of six stanzas, numbered in both her
original text and in PEL; the anthologized version gives arabic rather than roman numerals.
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Brightland’s 1711 Grammar, appeared in eight editions by 1759, and there Brightland
argues that “the use of the Points, Pauses, or Stops, is not only to give a proper Time for
Breathing, but to avoid Obscurity, and confusion of the Sence in joining Words together
in a Sentence.” Park Honan notes that what is most strikingly representative of the
period in this comment is the two contrasting theories “punctuation based on elocution,
and syntactical punctuation, voiced at once.* This confusion did not change appreciably
until well into the nineteenth century, and it accounts for the sometimes arbitrary
punctuation that occurs in PEL. The exclamation mark in the first line of Killigrew’s
“Upon the Saying that my Verses” ~(“O sacred Muse!”)” is eliminated, for example,
though the others in the poems remain. More drastic is the excision of two commas from
the penultimate line of Killigrew’s poem, “Love, the Soul of Poetry.” The original reads:
“Or say, she loves, for my relief,” whereas in PEL the commas are omitted: “Or say she
loves for my relief.” It is a small change, but one which suggests the potential for a
different reading of the line. In general, PEL contains fewer commas than the original
versions of poems, which often comes as a relief to the modemn reader. In the case of the
line quoted above, however, the attempt to streamline the poem makes greater demands
on the reader.

The compositors also set their mark on PEL in their use of italics, capital letters,
and by varying font size. The font that Baldwin’s printer used for PEL is Caslon, and
most of the text is pica 12, with the generous use of different sizes of large and small
capitals for different parts of titles. In The Printer’s Grammar (1755), John Smith notes
that italic font “was originally designed. . . to distinguish such parts of a book as may be
said not to belong to the Body thereof, as Prefaces, Introductions, Annotations,
congratulatory Poems, Summaries, and Contents.” However, Smith goes on to explain

that “at present that Letter is used more sparingly, since all the adjunct parts of a Work

%4 Greer states that in Anne Finch’s poems in PEL “the punctuation is impeccable.” Slip-shod, 253.
%John Brightland, A Grammar of the English Tongue (London: for John Brightland, 1711) qtd. in Park
Honan, Authors’ Lives: On Literary Biography and the Arts of Language (NY: St. Martin’s Press, 1990)
178.

*Honan, Author's Lives, 177-189, passim.
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may now be very properly varied by the different sizes of Roman.”™’ PEL reflects this
evolution of font use; parts of the title page are printed in italics, but neither the editorial
preface, the table of contents, nor the letters by Swift and Jones that praise Mary Barber at
the beginning of the first volume are italicized (this in spite of the fact that Swift’s letter
is italicized in their source, Barber’s 1735 Poems on Several Occasions).

Smith’s disapproval of the overuse of italics is not entirely reflected in PEL,
however. He argues that “to plead the necessity of Italic to distinguish proper names of
Persons and Places, would be altogether puerile, and argue, that the present age is less
capable of apprehension than our forefathers, who knew the sense and meaning of words,
before Italic existed, and when no other but one sort of letter served for Title, Body, and
all the other parts of a Book.” In this last respect, the composition of PEL offers a variety
of styles, because the printers for the most part followed the style that they encountered in
their copy-texts. For instance, in Barber’s first poem, “A True Tale,” Addison and Pope
and Rome are italicized, along with words that were emphasized in the original printing:
“Then bless’d the Drapier 's happier fate, / Who sav 'd, and lives to guard the state.”™
Yet, in Killigrew’s poem, “Upon the Saying that my Verses” the word “Muse” is no
longer italicized, though again the remaining italicized nouns (4esop s, Apollo, Orinda,
Albions) remain in that font. ® Almost all personal nouns are italicized throughout the
anthology, which follows the custom that Smith was trying to abolish.

Smith presented two positions in his Grammar regarding the capitalization of
nouns: “We put a Capital letter, not only to Substantives, but also. . . to proper names of
Men and Women, to names of Kingdoms, Provinces, Cities. . . to names of Arts and
Sciences, to names of Dignity and Quality.” This is the more old fashioned method of
printing; instead, the printers of PEL tended toward the contemporary method of
capitalizing that Smith advocated: “On the other hand; if a work is to be done in the

modern and neater way,” the printer does not “drown the beauty of Roman Lower-case

%7John Smith, The Printer's Grammar (London, 1755) 12-13.
“Barber, PEL, I: 7-10, I1.33-34.

9*The blacklerter that dominates the titles of Killigrews poems in her 1686 text is eliminated.
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Sorts by gracing every Substantive with a Capital; but only such as are Proper names, or
are words of particular signification and emphasis.”'® In reprinting Killigrew’s poems,
upper case letters are changed to lower case at the beginning of ordinary nouns in the
middle of a sentence. In Aphra Behn’s long piece, “The Golden Age,” nouns and
adjectives in mid-sentence are no longer capitalized: “Purling Stream” becomes “purling
stream”’; “Blest” becomes “bless’d.” (Here, spelling again is modernized, and apparent
typographical errors are corrected: in the eighth section of “The Golden Age” the
anthology replaces the more archaic “squench” with “quench™).

Poems in PEL are usually printed in the order that they appeared in their original
source, which reflects an editorial decision. On occasion, however, there are exceptions
which probably testify to the need to print a shorter poem at the end of section to fill up a
page (or to fit two shorter poems on the same page).'”" For the most part, Behn’s poems
appear in the same order that they do in the copy-texts, except for the fact that “The
Voyage to the Isle of Love” precedes the minor poems in PEL, in all likelihood reflecting
an editorial decision to open Behn’s section with selections from the longer work.'”

While the positioning of poems results from editorial decision-making process,
more arbitrary are the various ornaments used to separate sections in PEL, some
woodcuts, others engravings, setting off the name of each poet. These vary in
complexity, but none are especially striking for the period, and most consist of lines of
flowers. The Printer’s Grammar notes that “‘Flowers’ were the first Ornaments which
were used at the Head of such pages that either began the mean Work, or else a separate

Part of it.” These flowers in PEL vary from fairly simple, almost cross-like ornaments, as

1905 mith, 202.

1%1See Contents and Source in the third chapter, where page numbering demonstrates where this occurred;
i.e. the last poem in Catharine Cockburn’s section is a short song, “The Vain Advice,” which follows a long
poem and is out of sequence from its arrangement in her 1751 works. More interesting is the reversal of the
order of the first two poems in Mary Chudleigh’s selection. It seems likely, here, that Colman and Thomnton
provided instructions for Chudieigh’s poem “To the Ladies” to open her section, which creates a nice
symmetry together with the long “Ladies Defence” that concludes her section.

'9In Chapter Four I discuss two notable omissions from this poem in PEL, which cause the length of “The
Golden Age” to shrink from 198 lines in the original, to 194 in the anthology. This elision of two couplets
is the only unacknowledged abridgement in PEL.
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in the vertical line that divides the two columns of names on the title page, to the more
elaborate, snowflake pattern of the wider flowers used later on. Such variety is often in

keeping with Smith’s directions:

The use of Flowers is not confined to Ornaments over Head pages only,

but they serve also, each Sort by itself, upon several other occasions. Thus
they are used in Miscellaneous work. . . it ought to be a rule, that a single
row of them should be put over a Head that begins a Page, Chapter, Article,
or any other Division, in Work that has its Divisions separated by Flowers.'*

Smith admits the marriage of the whimsical and the practical in this part of the printing
process, “as the construction of Flowers entirely depends upon the fancy of a Compositor,
it would be presumptuous in us to direct him in this point.”'™ In PEL, an elaborate head-
piece introduces Mary Barber’s work, and then above and below the half-title "’Poems by
Miss Eliza Carter,” for example™ the compositors placed a single row of flowers. On the
page where each poet’s work actually begins, the name is repeated, and preceded either
by an intricate combination of ornaments, or (where there is less space) another

horizontal garland. Each name is again followed by a single line of flowers that separates

author and poem.

* * *

The collaborative efforts of George Colman and Bonnell Thomton shaped PEL;
they chose the eighteen poets and selected the verses that would make up the two
volumes. They mused over the subjects that would best entertain their readers. They
culled, approved, and rejected according to their personal taste. They wrote the advance
billing in the Connoisseur. However, between the two rows of poets’ names listed on the

title page of this anthologia, this “gathering of flowers,” a row of more visually

%Smith, 135-138.
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immediate flowers represents the other anonymous hands that collaborated to produce the

book as printed.

1%Smith, 138.



75

CHAPTER THREE
Content and Sources

Bibliographical Description: First London Edition, 1755.

Title: POEMS / By / EMINENT LADIES. / PARTICULARLY, / Mrs. BARBER, / Mrs.
BEHN, / Miss CARTER,/ Lady CHUDLEIGH, / Mrs. COCKBURN, / Mrs. GRIERSON,
/ Mrs. JONES, / Mrs. KILLIGREW, / Mrs. LEAPOR, / Mrs. MADAN, / Mrs.
MASTERS, / Lady M.W. MONTAGUE, / Mrs. MONK, / Dutchess of NEWCASTLE, /
Mrs. K. PHILIPS, / Mrs. PILKINGTON, / Mrs. ROWE, / Lady WINCHILSEA./ ™/ We
allow 'd you Beauty, and we did submit | To all the Tyrannies of it. | Ah, cruel Sex! will
you depose us too in Wit? f COWLEY./ ™ /VOL. 1./ 7 / LONDON, / Printed for R.
BALDWIN, at the Rose, in / Pater-Noster Row./ /| MDCCLV.

Authors are in two columns, with a vertical line of ornaments (simple flowers) between
the columns. The title page of the second volume is identical, except for “VOL. I1.”

Collation: 129 in sixes, foliated and paginated.

Vol. 1. 312 p. A2-Cc3. Title, p. [I]; blank, p. [2]; Preface, pp. A2-iv; table of contents of
the first volume, pp. A3-x.; text, pp. [xi]-312 (text begins on B). A-Z, A-D2. 5, 6,and 7
of each gathering are unsigned (AS, A6, A7 and so on). There are headlines throughout,
first “CONTENTS,” then beginning p.8, “Mrs. BARBER” to “ANNE, COUNTESS / OF
WINCHELSEA,” except on pages with biographical introductions and where a poet’s
section of poems begins. On these pages (usually), and on the pages with letters by Swift
and Jones, the page is numbered centrally in arabic numerals enclosed in square brackets;
Vol.I: pp. 1, 2,3,4,5,6, 7, 53, 54, 55, 56, 57, 58, 59, 173, 180, 181, 228, 229, 241, 255.
There are catchwords in the prose section (i.e. the letters for Barber, and the long
introduction to Behn).

Vol. II. 316 p. Table of contents, p. A2-viii; text, pp. B [1]-316. A-Z, A-E2. Numbers
centered pp. 3, 17, 137, 147, 159, 187, 199, 215, 235, 271, 287.

Copies examined: Bodleian, British Library, Toronto, Harvard.
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Volume I
[iii]-iv PREFACE.
[v]-x CONTENTS Of the FIRST VOLUME.
Mrs. Barber' [Mary Barber (?1690-17577)]
{pages 1-50]
Source: Poems on several occasions. London: printed for C. Rivington, 1735. Ixiv, 290,
[14]p.;8°. (This is the second edition of Poems on several occasions. London: printed
for C. Rivington, by Samuel Richardson 1734. xlviii, 283, [9] p; 40. The second edition
was reissued in 1736, with a new title page that gave the author’s name, highlighted the
“recommendatory letter’” by Swift, and listed seven booksellers who were selling it).
Print variants prove that Colman and Thomton used the 1735 edition (or the 1736
reissue) as their copy-text.

[xi POEMS By Mrs. MARY BARBER.

[xii] Blank

1-2 Mrs. BARBER, [Editorial introduction to Barber]
biographical source: Barber’s own PSO (1735 edition).

2-5 To the Right Honourable JOHN, Earl of ORRERY. [Commendatory letter from
Jonathan Swift] source:  PSO (1735) iii-vii.

5-6 Extract of a Letter from Mrs. Jones to the Hon. Miss LOVELACE.
This recommends Barber’s Poems. source: Mary Jones’s Miscellany (1750):
320 (letter of 2 January, 1735).2

7-10 POEMS BY Mrs. MARY BARBER.
A TRUE TALE. [88 lines] source: PSO (1735) 7. First published
anonymously in a slightly different form as a broadside: “A Tale being an addition
to Mr. Gay’s Fables” (Dublin, 1728). It was reprinted in Mist’s Weekly Journal
(13 April, 1728), then in The London Journal, January 1733/4.°

10-12 Written for my Son, and spoken by him at his first putting on Breeches. [56 lines]
source: PSO (1735) 13. An earlier version of this poem was printed anonymously

'Each woman's name is given in this chapter as it is printed in PEL; hence Montagu is spelled with an e, and
Cavendish is the “Dutchess” of Newcastle with a t.

?See below for bibliographical information on Jones’s book.

*These earlier printings were anonymous, and contained a derogatory reference to Congreve that Swift
advised her to omit from her PSO. See Emnest L. Gay, “Mary Barber’s ‘A True Tale',”” Notes and Queries,
11 S. XII. July 10, 1915, 23-24.
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in a 1731 anthology, The Flower-piece, where it is titled “Spoken by a little boy at
his first putting on Breeches” (p. 228). The anthology, printed in London and
compiled anonymously by Matthew Concanen, is rich in Irish writers.

An unanswerable Apology for the Rich. [40 lines] source: PSO (1735) 17.
Widow GORDON?’s Petition. To the Right Hon. the Lady CARTARET. [50
lines] source: PSO (1735) 2. This poem was first published as a broadside: The
Widow ’s address to the Rt. Hon. the Lady Cartaret. By M. B. (Dublin, 1725).
Written in the Conclusion of 4 Letter to Mr. Tickel, entreating him to recommend
the Widow Gordon's Petition. [12 lines] source: PSO (1735) 6.

The PRODIGY. A Letter to a Friend in the Country. [88 lines] source: PSO
(1735) 22. First published as The Prodigy: or, the silent woman, in a letter from a
Lady in town to a friend in the Country (Dublin, 1726).

SINCERITY: A Poem. Occasioned by a Friend’s resenting some Advice I gave.
[12 lines] source: PSO (1735) 28.

Written for my Son, and spoken by him in School, upon his Master's first
bringing in a Rod. [22 lines] source: PSO (1735) 36.

To his Grace the Duke of Chandos. [14 lines] source: PSO (1735) 57.
Conclusion of a letter to the Rev. Mr. C------. [76 lines] source: Poems (1735)

Jupiter and Fortune. A4 Fable. [26 lines] source: PSO (1735) 63.

A Letter to a Friend, on occasion of some Libels written against him. [34

lines] source: PSO (1735) 67.

A Letter for my Son to one of his School-fellows, Son to Henry Rose, Esq; [32
lines] source: PSO (1735) 78.

Apology to Dr. Clayton, Bishop of Killala, and his Lady, who had promised to
dine with the Author. [18 lines] source: PSO (1735) 94, first published in
Tunbridgialia: Or, Tunbridge Miscellanies, for the year 1730 (London: for T. B.,
1730}, 11.

Apollo’s Edict [76 lines] source: PSO (1735) 107. This was printed first

as a broadside (Dublin, 17257?). It also appeared in Swift’s Poetical Works, 211.
Occasioned by seeing some Verses written by Mrs. GRIERSON, upon the

Death of her Son. [36 lines] source: PSO (1735) 38.

The Oak and its Branches. A Fable. Occasion’d by seeing a dead Oak beautifully
encompassed with [vy. [28 lines] source: PSO (1735) 48.

On sending my son as a present to Dr. Swift, Dean of St. Patrick’s, on his Birth-
Day. [22 lines] source: PSO (1735) 48.
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78

Stella and Flavia. [16 lines] source: PSO (1735) 128.

In Robert Dodsley’s 1758 Collection of Poems by Several Hands, this poem is
attributed to a Presbyterian minister, Jabez Earle. Subsequent editions repeat the
mistake, until the 1782 annotated edition of the Collection attributes it to Laetitia
Pilkington “on very good authority restored to the real authoress™ (vol. v: 118).
Michael Suarez seems to accept the latter attribution. However, given
Pilkington’s willingness to publicize her own achievements, along with her
obvious dislike of Barber in the Memoirs, it seems unlikely that she would not
have claimed “Stella and Flavia” as her own if she had written it.

37-38 An Apology for the Clergy, who were present when the minister of the parish

read prayers preached twice in one day, at Tunbridge. Written at the request of a
Layman. [28 lines] source: Poems (1735) 148.

38-39 Written upon the rocks at Tunbridge, on seeing the names of several persons

39

40-43

43-44

44

43

45

46-50

written there. [18 lines] source: Poems (1735) 152. First printed in
Tunbridgialia.

To the Right Hon. the Earl of Orrery, on his Promise to sup with the Author. 82
lines] source: Poems (1735) 177.

To Mrs. Strangeways Homer, with a Letter from my son; wherein he desires me to
accept his first Prize of Learning, conferr'd on him by the University of Dublin.
[82 lines] source: Poems (1735) 195.

An Invitation to Edward Walpole, Esq; upon hearing he was landed in Dublin. {26
lines] source: Poems (1735) 203.

To the Right Honourable John Barber, Esq,; Lord Mayor of London, on
committing one of my Sons to his Care [18 lines] source: Poems (1735) 232.
Adbvice to the Ladies at Bath. Written by a Lady. [4 lines] source: Poems
(1735) 247.

To a Lady, who valued herself on speaking her Mind in a blunt Manner, which
she called being sincere. [8 lines] source: Poems (1735) 249.

To a Lady, who commanded me to send her an Account in Verse, how [
succeeded in my Subscription. [134 lines] source: Poems (1735) 282.

Mrs. Behn (Aphra Behn (1640-1689)]
[pages 51-170]

“‘Michael Suarez, “Who's Who in Robert Dodsley’s Collection of Poems by Several Hands," A Collection of
Poems by Several Hands, 6 vols. (London: Routledge/Thoemmes, 1997) 1,120-226:192.
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Source(s): Behn’s Poems Upon Several Occasions: With a Voyage to the Island of
Love. London: printed for Jacob Tonson, and Richard Tonson, 1684 [32], 144, [2] 128p.
80. All but six of the selections of Behn’s verse included in PEL originate in the 1684

Poems. The last six are from Lycidus.’

Behn’s Lycidus, or The Lover in Fashion. Being an Account from Lycidus to
Lysander, Of his Voyage from the Island of Love. From the French By the Same Author
of the Voyage to the Isle of Love. Together with a Miscellany of New Poems By Several
Hands. London: printed for Joseph Knight and Francis Saunders,1688. Dedication
signed A. Behn. [14), 64, 176, [4] p.; 80.¢

[S1] POEMS by Mrs. APHRA BEHN.

52 Blank

53-58 Mrs. BEHN, [Editorial introduction to Behn]
biographical source: The editors acknowledge their indebtedness for “the life of
Mrs. Behn” to Cibber and Shiells 1753 Lives of the Poets.” They, in turn,
adapted their account from the “History of Life and Memoirs of Mrs. Behn. . . .
By One of the Fair Sex,” commissioned (likely written or at least co-written) by
Charles Gildon. The “Life” swelled from 18 pages to 60 in the Samuel Briscoe’s
1698 edition of Al the Histories and Novels Written by the Late Ingenious Mrs

Behn, Entire in One Volume.*

% In 1697 a reissue of the 1684 Poems upon Several Occasions and the 1688 Lycidus with its original title
page were bound together as the “second edition” of Poems upon several occasions with a voyage fo the
island of love: also The lover in fashion, being an account from Lycidus to Lysander of his voyage from the
island of love / By Mrs. A. Behn; to which is added a miscellany of new poems and songs, by several hands.
(London: pub. Francis Saunders, 1697). See Mary Ann O'Donnell, Aphra Behn: An Annotated
Bibliography of Primary and Secondary Sources (NY and London: Garland, 1986). Print variants in the
Poems on Several Occasions section prove that this spurious “edition™ was not the one used by Colman and

Thorton.

®Janet Todd has identified these two texts as the source for Colman and Thomton, but she states, wrongly,
that they printed “twenty-one poems ascribed to Behn,” rather than the seventeen they do print. Todd also
writes that five poems were reprinted from the 1688 Lycidus, Together with a Miscellany of New Poems By
Several Hands. In reality, Colman and Thomton printed six poems from this volume. Todd, Works of
Behn, I: xlvii.

"Lives, HI: 17.

#See Germaine Greer's article on the complex relationship between Gildon, Briscoe, and their “spurious”
editions of Behn’s prose. “Honest Sam. Briscoe, " A Genius for Letters: Booksellers and Bookselling from
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59-61 POEMS By Mrs. APHRA BEHN. A VOYAGE TO THE ISLE OF LOVE. 4n
Account from Lisander to Lycidas his friend. [the title poem comprises lines 1-42]
source: Poems (1684) 1. Voyage to the Isle of Love consists of 2196 lines, and
comprises thirty-three smaller poems. It is Behn’s translation of a work by a
French cleric, the Abbé Paul Tallement. Tallement’s Voyage a I’Isle d’Amour
(1675) was, in turn, derived from Madeleine de Scudery’s Carte du Pays de
Tendre (1654). This title poem is followed by:

61-66 The TRUCE .[lines 43-201] source: Poems, 4.

66-68 LOVE’S POWER. [lines 202-251] source: Poems, 13.

68-73 The CHARACTER. [lines 252-387] source: Poems, 16.

73-75 RESPECT. [lines 388-445] source: Poems, 24.

75-76 INQUIETUDE. [lines 446-468] source: Poems, 27.

76-78 The REFLECTION. {lines 469-506] source: Poems, 29.

78-81 Little CARES, or Little Arts to please. {lines 507-588] source: Poems, 31.
81-83 The DREAM. [lines 589-664] source: Poems, 36.

83-84 HOPE [lines 665-674] source: Poems, 40.

84-85 The River of PRETENSION. {lines 675-710] source: Poems, 40.
85-89 The Princess HOPE. [lines 711-826] source: Poems, 43.
89-91 LOVE’s Resentment. [lines 827-883] source: Poems, 50.
92-93 The City of DISCRETION. [lines 884-921] source: Poems, 53.
93-94 The Silent CONESSION. (lines 922-951] source: Poems, 55.
94-95 The DEN of CRUELTY. [lines 952-989] source: Poems, 57.
96-97 The RIVER of DESPAIR. [lines 990-1016] source: Poems, 59.
97 The RESOLVE. [lines 1017-1039] source: Poems, 61.

98-104 The QUESTION. [lines 1040-1209] source: Poems, 62.
104-105 The TRANSPORT. [lines 1210-1233] source: Poems, 72.
105-106 CONFIDENCE. [lines 1234-1259] . source: Poems, 74.
106-109 The REFLECTION. [lines 1260-1361] source: Poems, 75.
109-112 ABSENCE. [lines 1362-1427] source: Poems, 81.

112-114 To LOVE. [lines 1428-1475] source: Poems, 85.

114-11S RIVALS. [lines 1476-1512] source: Poems, 88.

115-117 JEALOUSY. [lines 1513-1563] source: Poems, 90.
117-119 The COMPLAINT. [lines 1564-1612] source: Poems, 93.

the 16th to the 20th Century, ed. Robin Myers and Michael Harris. (Winchester: St. Paul’s Bibliographies,
1995) 33-47. Greer argues that “(n]ot content with inventing Behn’s text (for this should be assumed to be
the case until some less questionable provenance can be found) Gildon was also inventing her.” 39.
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119-121 The PENITENT. {lines 1613-1643] source: Poems, 96.
121-122 The CITY of LOVE. [lines 1644-1670] source: Poems, 98.
122-125 LOVE’s TEMPLE. [lines 1671-1778] source: Poems, 99.
126-128 HONOUR. [lines 1779-1843] source: Poems, 105.
128-132 The LOSS. [lines 1844-1969] source: Poems, 109.
133-141 The PROSPECT and BOWER of BLISS. [lines 1970-2196]

source: Poems, 116.

In Behn’s 1684 text, there is a separate title page after “Voyage” that reads Poems on
Several Occasions. The page numbers then begin again at 1. PEL reprints this sub-title.

142-150

150

150-151

151-152

152-154

154-155

155-156

POEMS UPON Several Occasions.
The GOLDEN AGE. 4 PARAPHRASE on a Translation from the FRENCH.
[198 lines] source: PSO,L
This is Behn’s English version of a French translation of the opening chorus
from Italian poet Torquato Tasso’s pastoral play, “Aminta” (1573). There are
no manuscript copies of the poem, and the 1684 PSO remains the sole authority
for the piece. Whereas Voyage to the Isle of Love, identified as a translation in
the original text, is not specified as such in PEL, The Golden Age is identified
in the anthology as “A Paraphrase on a Translation from the French.” The
French translation from which Behn worked has not been identified, leaving the
extent of change that Behn actually initiated difficult to estimate.’

SONG. LOVE ARM’D [16 lines] source: PSO, 45.

SONG. The INVITATION. [18 lines] source: PSO, 47.

SCOTS SONG. (“When Jemmy first began to Love” [32 lines] source:
PSO, 48 (“SONG. To a Scotish tune.”) First printed in The Covent Garden
Drolery (ed. by Behn, London, 1672).

On a Copy of verse made in a dream, and sent to me in a morning, before

I was awake. [44 lines] source: PSO, 63.

On a Locket of Hair wove in a True Lover’s Knot, given my by Sir R.O.

[29 lines] source: PSO, 77.

SONG. On Her Loving Two Equally. [18 lines] source: PSO, 88. This
poem first appeared as “How Strangely does my Passion grow™ in the play
The False Count (1682). In Behn’s PSO the title of the song is qualified: “set

9See Chapter Four.
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by Capt. Pack.” As noted in Chapter Two, PEL tends to omit this type of
information.

156-157 The COUNSEL. A SONG. {24 lines] (“A Pox upon this needless Scom”)
source: PSO, 89 (also “Set by Captain Pack™). The song is from The Rover
Part IT (1681) and was reprinted, probably the following year, as a broadside
titled Beauties Triumph, without attribution.

157-160 SYLVIO’s COMPLAINT. A Song, To a fine Scotch Tune. [64 lines]
source: PSO, 95.

160-161 In Imitation of HORACE. [24 lines] source: PSO, 98.

161-163 To LYSANDER, on some VERSES he writ, and asking more for his heart

than t'was worth. (52 lines]. source: PSO, 109.

The last six poems by Behn in PEL, taken from the 1688 Lycidus, are also printed
in the same order in which they appear in the original text. Of these, three are of
questionable authorship. These are two Songs; unlike others specifically signed by Behn,
both are unsigned in Lycidus, and Janet Todd doubts the attribution to Behn. A third
poem from Lycidus, “Cato’s Answer to Labienus. From Lucian,” was more certainly not
of Behn’s composition. It was first printed in a very different form in a 1685 volume to
which Behn contributed a poem, Higden’s Translations of the Tenth Satyr of Juvenal,
where it appeared with a notice of the male author’s displeasure, and in Poems on Affairs
of State (1703) ascribed to William Ayloffe.'’ In Behn’s Miscellany, the poem was also
printed with a notice about the male author’s annoyance at an earlier published version.
Mary Ann O’Donnell has discovered that the poem is also written in the manuscript
commonplace book, Bodleian MS Firth c.16, where the correspondence between the
printed and manuscript texts “suggests that the MS is the source of the printed text.”"
The poem is attributed to Capt. John Ayloffe in the 1702 Poems on Affairs of State.
O’Donnell questions this attribution on a number of levels™ Behn is unlikely to have
included in the 1688 miscellany verse by a Rye House Plotter, and she writes of the
author in the present tense when Ayloffe was dead. In any case, this is an instance in
which mis-attribution occurs in PEL, evidence of either a careless or deliberate disregard
for the details provided by Aphra Behn in her 1688 text.

163 SONG. (“As wretched, vain, and indiscreet”) [15 lines] source: Lycidus, 3.

'°Todd, Textual Introduction, Behn's Works, I: xlvii.

'""Mary Ann O'Donnell, “Private Jottings,"” 302 n.15.
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164-166

166-167

167-169

170
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SONG. (In vain does Hymen with religious vows™) [8 lines] source:

Lycidus, 24.

CATOQ’s Answer to LABIENUS, when he advised him to consult the
ORACLE of JUPITER AMMON. Being a Paraphrastical Translation of
Part of the Book of Lucan, beginning at™ Quid queori, Labiene, jubes, &c.
[47 lines] source: Lycidus, 106.

To ALEXIS, on his saying, I loved a man that talked much. (30 lines]
source: Lycidus, 132.

Part of an ODE to DESIRE. {59 lines] source: Lycidus, 145.

This is the last fifty-nine lines of a 116-line poem: “On Desire. A Pindarick.”
SONG. (“As the inamour’d Thirsis lay”) [12 lines] source: Lycidus, 169.

Mrs. Carter [Elizabeth Carter (1717-1806)]
[pages171-178]
Sources: Dodsley’s Collection of Poems by Several Hands. 3 vols. London, 1748.

[171]
172

173-176

177-178

POEMS By Miss ELIZA CARTER.

Miss ELIZA CARTER, [Editorial introduction to Carter]

biographical source: word of mouth.

POEMS BY Miss ELIZA CARTER.

ODE to WISDOM. [96 lines] source: Dodsley, III: 324 (rpt.in Dodsley’s
1755 edition, II: 203). Samuel Richardson first printed Carter’s “Ode to
Wisdom” in the first edition of Clarissa (1747) from an anonymous
manuscript he had seen, as “Wisdom.”'? It was later included in Carter’s
1762 Poems on Several Occasion, 39.

“To a GENTLEMAN, on his intending to cut down a GROVE to enlarge
his Prospect” [36 lines] source: Dodsley, III: 328 (rpt. Dodsley, 1755,
III: 207). This first appeared in Carter’s 1738 Poems on Particular
Occasions (of which Colman and Thornton were ignorant), and later
reappeared in her 1762 Poems, 85.

2 It was reprinted again in the GM (1747), 58S, which states that ‘We have had the following beautiful
ODE above a year, under the injunction, which was general on all the copies given out, not to print it." qtd.
in Lonsdale, ECWP, 524. Richardson later apologized to Carter: Letter 54, Correspondence of Samuel
Richardson: selected from the original manuscripts, bequeathed by him to his family, ed. Anna Letitia
Barbauld (NY: AMS, 1960) VII: 50-54



Lady Chudleigh [Mary Chudleigh, née Lee (1656-1710)]

[pages 179-226]

Source: Poems on Several Occasions. By the Lady Chudleigh. The fourth edition,
corrected. London: printed for J. Wren, 1750. [12], 269, [7] 12°.

Chudleigh’s Poems on Several Occasions, was first published in 1703. To the second
edition, in 1709, Bernard Lintot appended “The Ladies Defence”(1701) without her
permission. After her death, Poems was again issued by Lintot, with a cancellans title
page and slight variations in pagination, in 1713. Lintot printed the third edition in
duodecimo in 1722. The “fourth edition” for J. Wren in 1750, was in fact a reissue of the
third edition with a new title page. This last was most likely the text that George Ballard
saw, and that Colman and Thornton used as a source for their selection of her work.

[179] POEMS By Lady CHUDLEIGH.

180 Lady CHUDLEIGH {Editorial introduction to Chudieigh]
biographical source: George Ballard, Memoirs of Learned Ladies (1752),
409.

181-182 POEMS BY Lady CHUDLEIGH.
To the LADIES. [24 lines] source: PSO, 45.

182-184 To EUGENIA. On her PASTORAL. [56 lines] source: PSO, 33.

184-185 The RESOLVE. [24 lines] source: PSO, 115.

185-191 The INQUIRY. A Dialogue between CLEANTHE and MARISSA. [182
lines] source: PSO, 118.

191-196 One of LUCIAN's DIALOGUES of the Dead paraphrased. [122 lines]
source: PSO, 131.

196 SONG. (“When Daphne first her shepherd saw™) [12 lines] source: PSO, 36.

197-226 The LADIES DEFENCE: OR, A Dialogue benween Sir John Brute, Sir
William Love-all, Melissa, and a Parson. [845 lines] source: PSO, 235.

Mrs. Cockburn [Catharine Cockburn, née Trotter (1679-1749)]

[pages 227-238]

Source: The works of Mrs. Catharine Cockburn, Theological, Moral, Dramatic, and
Poetical. Several of them now first printed. Revised and published, with an account of
the life of the author by Thomas Birch. In two volumes. London: printed for J. and P.
Knapton 1751. 2v. plate: port; 8°.

[227) POEMS By Mrs.COCKBURN.
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229-232

232

232-233
233-234
234-238

238

8s

Mrs. COCKBURN [Editorial introduction to Cockburn)

biographical source: Thomas Birch’s “Life” of the author in

Cockburn’s Works.

POEMS BY Mrs. COCKBURN.

CALLIOPE’s DIRECTIONS how to deserve and distinguish the

Muses’ Inspiration. [67 lines] source: Works, I1: 559.

The CAUTION. [16 lines] source: Works, I1: 568.

The PLATONIC. {16 lines] source: Works, II: 569.

The NEEDLESS DECEIT. (16 lines] source: Works, II: 570.

A POEM, Occasioned by the BUSTS set up in the Queen’s Hermitage,
Designed to be presented with a Vindication of Mr. Locke, which was to
have been inscribed to her Majesty. [107 lines] source: Works, II: 572.
Birch notes that the poem “was afterwards printed in the Gentleman’s
Magazine for May, 1737, though with some alterations which she thought
to its advantage; but it is now restored. . . to the exactness of the original,
except in a few of the alterations, which she admitted.”*

SONG. The VAIN ADVICE. (8 lines] source: Works, II: 568.

Mrs. Grierson [Constantia Grierson, née Crawley or Crowley (c.1705-1732)]

[pages 239-252]

Source: Constantia Grierson did not have a volume of her own poetry published.

Instead, Colman and Thomton culled their selection of her work from the two existing
sources of it in the books of her Dublin friends: six poems from Mary Barber’s Poems on
Several Occasions, and two from the first volume of Laetitia Pilkington’s Memoirs."

(239]
240

241-243

POEMS By Mrs. GRIERSON.

Mrs. CONSTANTIA GRIERSON, of Kilkenny, in Ireland,

[Editorial introduction to Grierson]

biographical source: Ballard’s Memoirs, 461 (whose account comes in
part from Barber’s Preface to her Poems on Several Occasions).
POEMS BY Mrs. GRIERSON.

The date Birch gives for the poem's composition cannot be accurate, however, as Duck was only
appointed librarian, custodian, and guide of the Queen's newly constructed Merlin's Cave at Richmond in
1735. See my discussion of Cockbumn’s motivation for writing the poem in Chapter Five,

"See below for bibliographical information on Pilkington's Memoirs.
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To Miss LAETITIA VAN LEWEN (A4fferwards Mrs. PILKINGTON) at a
Country-Assize. [46 lines] source: Pilkington’s Memoirs I: 29 The
sub-title in parenthesis was added in PEL.

243-244 To the same on the same Occasion. [22 lines] source: Memoirs I: 32.
Untitled in the Memoirs.
244-246 To Mrs. MARY BARBER, Under the Name of SAPPHIRA: Occasioned

by the encouragement she met with in England to publish her POEMS by
subscription. [60 lines] source: Barber’s PSO (1735) xlv.

246-248 VERSES Occasioned by Mrs. BARBER’s Son speaking Latin in school to
less Advantage than English. [40 lines] source: PSO, 87.

248-249 To the Hon. Mrs. PERCIVAL, on her desisting from the Bermudan
Project. [26 lines] source: PSO, 138.

249 To the Hon. Mrs. PERCIVAL, With Hutcheson's Treatise on BEAUTY
and ORDER. [6 lines] source: PSO, 155.

249-251 The SPEECH of CUPID, on seeing himself painted by the Honourable

Miss CARTERET, (Now Countess of Dysert) on a FAN. [34 lines]
source: PSO, 218.

251-253 PROLOGUE to THEODOSIUS: Spoken by Athenais at the Theatre in
Dublin, when Lord and Lady Carteret were in Ireland. [38 lines]
source: PSO, 243. Nathaniel Lee (1653?7-1692) wrote “Theodosius; or,
The force of love, a tragedy,” which was performed in Dublin and printed
by Grierson’s husband, George, in 1724 (the poem is not reprinted with
the play).

Mrs. Jones [Mary Jones (d.1778))

[pages 253-312]

Source: Miscellanies in prose and verse. By Mary Jones. Oxford: printed; and
delivered by Mr. Dodsley [London], Mr. Clements in Oxford, and Mr. Frederick in Bath,
1750. vi, [1], x-lv, [1], 405, {1]p.; 8°. With a list of subscribers."

[253] POEMS By Mrs. MARY JONES.
254 Mrs. MARY JONES [Editorial Introduction to Jones]
biographical source: Thornton seems to have known Jones personally.

*The London Magazine ran a series of excerpts from Jones's Miscellanies during 1752, but Colman and
Thornton did not take their texts from LM.
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260-271

271-277

277-282

283-284
284-286

286-288

289-291

291-292
292-294

294-296

296-301

301-303
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POEMS By Mrs. MARY JONES.

An EPISTLE to Lady BOWYER. [127 lines] source: Miscellanies, 1.
OfPATIENCE. An EPISTLE to The Right Hon. SAMUEL Lord
MASHAM [299 lines] source: Miscellanies, 10.

OfDESIRE. An EPISTLE to the Honourable Miss LOVELACE. [179
lines] source: Miscellanies, 26.

In MEMORY of the Right Hon. Lord Aubrey Beauclerk, who was slain at
CARTHAGENA. Written in the year 1743, at the request of his LADY.
[154 lines] source: Miscellanies, 36. This was first printed
anonymously on its own in 1741 (Foxon, Catalogue T 393). In her
Miscellanies, Jones provides a footnote to a letter: “Her Ladyship caus’d
the Verses to the Memory of Lord Aubrey Beauclerk to be twice printed, in
order to disperse among her Acquaintance.” (241) Jones also wrote the
prose-inscription on Beauclerk’s monument at Westminster Abbey at his
widow’s request (Lonsdale, ECWP, 156).

To Mrs. CLAYTON, with a HARE. [30 lines] source: Miscellanies, 50.
To Miss CLAYTON, Occasioned by her breaking an appointment to visit
the AUTHOR. [44 lines] source: Miscellanies, 52.

ELEGY On a favourite DOG, suppos’d to be poison’d. To Miss MOLLY
CLAYTON. [79 lines] source: Miscellanies, 56.

The SPIDER. [60 lines] source: Miscellanies, 71.

After the SMALL-POX. [33 lines] source: Miscellanies, 79.

The LASS of the HILL, Humbly inscribed to Her Grace the Dutchess of
MARLBOROUGH. [36lines] probable source: significant variants
testify that Colman and Thornton did not use the Miscellanies as their
source for this poem (although it is printed there, p.88). In April, 1742,
Jones discovered The Lass of the Hill (then called a ballad) on sale in the
streets of London, and it may be a later broadside publication that they
used. See Chapter Seven.

CONSOLATORY RHYMES to Mrs. EAST, on the Death of her Canary
Bird. [56 lines] source: Miscellanies, 90.

HOLT WATERS. A TALE. Extracted from The NATURAL HISTORY
of Berkshire. [146 lines] source: Miscellanies, 93.

SOLILOQUY On an EMPTY PURSE. [54 lines] source:
Miscellanies, 100.



303-305 To the PRINCE of ORANGE, On his MARRIAGE. Written at the time

of the OXFORD VERSES. [40 lines] source: Miscellanies, 106.

305-308 EPISTLE from FERN-HILL. [94 lines] source: Miscellanies, 133.
308-310 In Memory of the Right Hon. NEVIL Lord LOVELACE. To Miss

LOVELACE. [65 lines] source: Miscellanies, 139.

311-312 ODE To the Right Honourable Lady HENRY BEAUCLERK, on her

MARRIAGE. [42 lines] source: Miscellanies, 155

312 END of the FIRST VOLUME
Volume II
xili-viii CONTENTS Of The SECOND VOLUME

Mrs. Killigrew [Anne Killigrew (1660-1685)]

[pages 1-14]

Source: Poems by Mrs. Anne Killigrew. These poems are licensed to be published, Sept.
30, 1685. Ro. L’Estrange. London: printed for Samuel Lowndes, over against Exeter
Exchange in the Strand, 1686. a-[ ] ([c] verso) [20] 71, 74-100, 4°.

(1
2

3-5

5-6

9-14
14
14

POEMS By Mrs. ANNE KILLIGREW.

Mrs. ANNE KILLIGREW, [Editorial Introduction to Killigrew]

biographical source: Ballard’s Memoirs, 337.

POEMS BY Mrs. ANNE KILLIGREW

The COMPLAINT of a LOVER. [48 lines] source: Poems, 19.

LOVE, The SOUL of POETRY. [18 lines] source: Poems, 22.

St. JOHN BAPTIST, Painted by herself in the WILDERNESS, with ANGELS
appearing to him, and with a LAMB by him. [8 lines] source: Poems, 27.
HERODIA’s DAUGHTER Presenting to her Mother St. John'’s Head in a Charger,
also painted by herself. [12 lines] source: Poems, 27.

Upon saying that my VERSES were made by another. [64 lines)

source: Poems, 44.

The DISCONTENT. [119 lines] source: Poems, 51.

An EPITAPH on herself. [2 lines] source: Poems, 82.

EXTEMPORARY COUNSEL To a YOUNG GALLANT in a Frolick. [6 lines]
source: Poems, 84.
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Mrs. Leapor [Mary Leapor (1722-1746)]

[pages 15-134]

Sources: Poems upon several occasions. By Mrs. Leapor. . . London: printed; and sold
by J. Roberts. 1748. 15 [5], 282 p. 82; Poems upon several occasions. By the late Mrs.
Leapor. . . The second and last volume. London: printed: and sold by J. Roberts [printed
by Richardson] 1751. xxxv [1] 324p.; 8°.

115
16

17-22

22-23
23-24
24-27
27-30

30-32
33-37
37-39
39-40

40-44
44-48
48-50
50-54
54-60
60-65
65-67

67-71

72-73
74-80

POEMS By Mrs. LEAPOR.

Mrs. MARY LEAPOR [Editorial introduction to Leapor]

biographical source: Preface from Leapor’s Poems.

POEMS By Mrs. LEAPOR.

DORINDA at her GLASS. [135 lines] source: Poems I: 1.

MIRA’s WILL. [38 lines] source: PoemsI: 8.

A SUMMER'’S WISH. [30 lines] source: Poems I: 21.

COLINETTA. {94 lines] source: Poems I: 26.

The MONTH of AUGUST. Sylvanus, a Courtier, Phillis, a Country-Maid.
[76 lines] source: Poems I: 34. (Erroneously called “Damon™ rather than
“Sylvanus” in the Table of Contents. PEL, II: A2)

An EPISTLE to a LADY. [66 lines] source: Poems I: 38.

The PROCLAMATION of APOLLO. [136 lines] source: Poems I: 41.
The FALL of LUCIA. [43 lines] source: Poems I: 48.

The CRUCIFIXION and RESURRECTION, An ODE. [37 lines]

source: Poems I: 50.

ESSAY on HAPPINESS. [112 lines] source: Poems I: 54.

An ESSAY on HOPE. [102 lines] source: Poems I: 60.

A PRAYER for the YEAR 1745. [56 lines] source: Poems I: 69.
ESSAY on FRIENDSHIP, [125 lines] source: Poems I: 74,

The MISTAKEN LOVER. {180 lines] source: Poems I: 81.

The WAY of the WORLD. [134 lines] source: Poems I: 90.
STREPHON to CELIA. A Modern LOVE- LETTER. [47 lines] source:
Poems 1: 104.

The INSPIRED QUILL. Occasioned by a Present of CROW-PENS. [119 lines]
source: Poems I: 111.

On Mr. POPE’s UNIVERSAL PRAYER. [52 lines] source: Poems I: 142.
The LIBYAN HUNTER. A FABLE. Inscribed to the MEMORY of a late
admired AUTHOR. [177 lines] source: PoemsI: 153.



80-83 The TEMPLE of LOVE. A DREAM. [92 lines] source: Poems I: 162.

83-85 ADVICE to MYRTILLO. [62 lines] source: Poems I: 167.

85-87 The SACRIFICE. An EPISTLE to CELIA. [60 lines] source: Poems I: 226.

87-89 The POWER of BEAUTY. [40 lines] source: Poems I: 229.

89-92 JOB’s CURSE, and his APPEAL. Taken out of Job, Chap. i, and xxxi. [103
lines] source: Poems I: 238.

93-94  WINTER. [40 lines] source: Poems I: 256 (““On Winter”)

94-96  To a Gentleman with a Manuscript Play. [65 lines] source: Poems I: 267.

96-98  SILVIA and the BEE. [48 lines] source: Poems I: 270.

98-102 The CRUEL PARENT. A DREAM. [123 lines] source: Poems I: 271.

103-122 MOPSUS: OR, THE CASTLE-BUILDER. [566 lines] source: Poems II: 11.

122-123 ADVICE to SOPHRONIA. [30 lines] source: Poems II: 54.

123-126 CORYDON. PHILLARIO. Or, MIRA’s PICTURE. A PASTORAL. [66 lines)
source: Poems II: 294.

126-132 CRUMBLE-HALL. [186 lines] source: Poems II: 111.

133-134 UPON HER PLAY Being returned to her, Stain’'d with CLARET. [24 lines]
source: Poems II: 123.

Mrs. Madan [Judith Madan, née Cowper (1702-1781)]

[pages 135-144]

Sources: Commonplace-book kept by Judith’s brother, Ashley Cowper,; Cupid
Triumphant (London, 1747) See Appendix B.

[135] ORIGINAL POEMS By Mrs. MADAN.*

136 Mrs. MADAN (Formerly Miss COWPER)
{Editorial introduction to Madan]
probable biographical source: her nephew, William Cowper.

137-143 ORIGINAL POEM[sic] BY Mrs. MADAN.
ABELARD to ELOISA. [178 lines] source: See Appendix B.
This was printed 31 Oct. 1724 [anon] in The British Journal, and 6 March
1725 in Whitehall Evening Post, and as if by William Pattison (1706-
1727) in his Poetical Works, 2 vols. (London, 1728).

'*Note that Madan is the only poet in the collection whose poems are described as “Original.” Again in the
introduction to Madan the editors praise “the following original pieces™ and lament that she *“could never
yet be prevailed to commit anything to print,” which was not in fact the case. (PEL, II: 135-6).
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143-144 VERSES written in her Brother’s COKE upon LITTLETON. [14 lines]
This was first printed in an amended form by Ambrose Philips in the Free
Thinker (350), July 28, 1721. Judith Cowper complained in “A Satyr upon
MF Ambrose Philips” that he had ‘murdered’ and ‘mangled’ her lines. It
also appeared in volume IV of Dodsley’s Collection, where it is titled “By
Miss Cowper (Now Mrs. Madan) in her Brother’s Coke upon Littleton.”
(Dodsley, IV: 245-6). This volume had appeared in March, 1755, but
Colman and Thomton seem to have been unaware that the poem had
appeared in print, and they likely received a copy of the poem from their
friend William Cowper, who would have copied it from his uncle Ashley
Cowper’s Coke upon Littleton, or from Ashley Cowper’s commonplace
Book (British Library ADD ms. 28101) where it appears on f. 152v.

Mrs. Masters [Mary Masters (?1706-17597)]

[pages 145-156}

Source: Poems upon several occasions. By Mary Masters. London: printed for T.
Browne, for the author, 1733. [24], 5-267, [1] p.;8°."”

[145] POEMS By Mrs. MARY MASTERS.

146 Mrs. MARY MASTERS, [Editorial introduction to Masters]
biographical source: Masters’s own Preface in her PSO.

147-148 POEMS By Mrs. MARY MASTERS.
DEFENCE of MYRTILLO. [38 lines] source: PSO, 54.

149-151 PSALM XXXIX. [58 lines] source: PSO, 133.

151-152 To LUCINDA. [28 lines] source: PSO, 151.

152-156 PSALM XXXVII. Inscribed to an INJURED FRIEND. [136 lines]
source: PSO, 177.

Lady M. W. Montague [Lady Mary Wortley Montagu, née Pierrepont (1689-1762)]
[pages 157-185]

Source: Dodsley’s Collection of Poems by Several Hands. 3 vols. London, 1748, III:
274-312. The first seven of the poems by Montagu in PEL were first printed in Six rown
eclogs. With some other poems. By the Rt. Hon. L. W. M. London: printed for M.
Cooper, 1747. [48]; 4°. Horace Walpole was the anonymous editor of this volume.

In spring, 1755 Masters brought out Familiar Letters and Poems on Several Occasions, all new material.
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According to Michael Suarez, Dodsley used Walpole’s transcript as a copy-text for his

collection.'®

[157]

158

159-161

162-165

165-168

169-172

172-176

176-178

178

178-179
179-182
182-183

183-184

POEMS By the Right Honourable Lady Mary Wortley Montague.

Blank

POEMS By the Right Honourable Lady Mary Wortley Montague.

TOWN ECLOGUES. MONDAY. ROXANA, or, The Drawing-Room.
[66 lines] source: Dodsley, III: 274; (Eclogs, S).

TUESDAY. St. JAMES's COFFEE-HOUSE. SILLIANDER and PATCH.
[91 lines] sowurce: Dodsley, IIl: 277; (Eclogs, 9).

WEDNESDAY. The Téte a Téte. DANCINDA. [92 lines]

source: Dodsley, III: 281; (Eclogs, 15).

SATURDAY. The SMALL-POX. FLAVIA. [96 lines]

source: Dodsley, III: 294; (Eclogs, 32).

EPISTLE From ARTHUR GREY, the Footman, After his Condemnation
for attempting a RAPE. [105 lines] source: Dodsley, III: 298;(Eclogs, 39).
The LOVER. A BALLAD. To Mr. C. [48 lines] source: Dodsley,
II: 302; (Eclogs, 44). The inscription “To Mr. C------. was added by
Walpole, followed by Dodsley (See Chapter Seven).

The LADY’s RESOLVE. Written extempore on a Window. [11 lines]
source: Dodsley, IIl: 305; (This is the last poem in the Eclogs, 47).

The GENTLEMAN’s ANSWER. [11 lines] source: Dodsley, III: 305.
An EPISTLE to Lord B----—t. [81 lines] source: Dodsley, III: 306.
EPILOGUE to MARY, Queen of SCOTS. Designed to be spoken by Mrs.
OLDFIELD. (41 lines] source: Dodsley, III: 310.

RECEIPT for the VAPOURS. Written to Lady J-=="N. [24 lines]

source: Dodsley, III: 312.

Mrs. Monk [Mary Monk or Monck, née Molesworth (c.1678-1715))

[pages 185-196]

Source: Marinda. Poems and translations upon several occasions. London: printed by
J. Tonson, 1716. [52], 156, [4] 8 (for all but the last item).

" The print history of each of these pieces is thoroughly documented in Lady Mary Wortley Montagu:
Essays and Poems and Simplicity, a Comedy, ed. Robert Halsband and Isobel Grundy (Oxford:
Clarendon, 1977).
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186

187-188

188

188-189
189

190
190-191

191-192
192
192
193
193-194

194-195
195
195-196
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POEMS By The Hon. Mrs. MONK.

Honourable Mrs. MONK [Editorial Introduction to Monk]

biographical source: Ballard’s Memoirs, 418 (borrowed from the Preface
by the poet’s father, Lord Molesworth, in Marinda).

POEMS By The Honourable Mrs. MONK.

On PROVIDENCE. From FILICAIA. [20 lines)] source: Marinda, 29.
On the INVENTION of LETTERS. From BREBEUF. [6 lines])

source: Marinda, 41.

SONETTO. From PETRARCH. [14 lines] source: Marinda, 71.
SONETTO. From Monsignor DELLA CASA. [14 lines]

source: Marinda, 87.

SONETTO. From MARINI. [14 lines] source: Marinda, 91.

From TASSO’S JERUSALEM. Lib. XVL STA. VIV. [20 lines]

source: Marinda, 107.

A Tale. [19 lines] source: Marinda, 110.

Epigram. [4 lines] source: Marinda, 119.

On a ROMANTICK LADY. [12 lines] source: Marinda, 124.

An EPITAPH on a GALLANT LADY. [4 lines] source: Marinda, 125.
ORPHEUS and EURYDICE. From the SPANISH of QUEVEDO.

{38 lines] source: Marinda, 135.

SONG. [10 lines] source: Marinda, 94.

EPIGRAM. To CLOE. [6 lines] source: Marinda, 118.

VERSES Wrote on her Death-Bed at Bath, to her Husband, in London.
[22 lines] source: uncertain. Lonsdale notes that “this poem appears
anonymously in a MS collection compiled by Gabriel Lepipre in 1749
(Bodleian MS Eng. poet e. 40, f.18.) with a note: ‘This coppy of verses
was gave me by Miss Charbonnel. 1747’ The attribution to Mary Monck
in 1755, forty years after her death, awaits final confirmation.”” It is
possible that Colman and Thornton used the ms. as their source; however,
Lonsdale seems unaware that a shorter form of the poem was printed in
1750 in the GM and was there identified as having been composed by “a
Lady at Bath, dying with a Consumption.” Here Monck (if, indeed, she

19 onsdale, ECWP, 539.
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did write the poem) is wrongly identified as “Daughter to Dr. Wellwood
and wife to Capt. Molesworth,” rather than as Molesworth’s daughter?®

Dutchess of Newcastle*’ [Margaret Cavendish, née Lucas (1623-1673)%)

[pages 197-212]

Source: Poems, or Several fancies in verse: with the Animal parliament in prose / written
by the thrice noble, illustrious, and excellent princess, the Duchess of Newcastle. The
third edition. London, printed by A. Maxwell, 1668. [37], 352, 2°. This is an amended
edition of a text first published as Poems and fancies in 1653, followed by a “much
altered and corrected” second impression, in 1664.

[197] POEMS By The Dutchess of Newcastle.
198 MARGARET Dutchess of NEWCASTLE.
[Editorial introduction to Newcastle]
biographical source: Ballard’s Memoirs, 299; Cibber and Shiells, II: 162.
199-203 POEMS BY The Dutchess of NEWCASTLE.
MIRTH and MELANCHOLY. [108 lines] source: Poems, 109.
203-205 DIALOGUE BETWIXT PEACE and WAR. [46 lines]
source: Poems, 130.
205-206 Wherein POETRY chiefly consists. [20 lines] source, Poems, 183.
206-207 NATURE’s COOK. [28 lines] source: Poems, 186.
207-208 WIT. {22 lines] source: Poems, 224.
208-210 The PASTIME and RECREATION OF THE QUEEN of FAIRIES in
Fairyland, The CENTRE of the EARTH. [62 lines] source: Poems, 253.
210-212 The PASTIME OF THE Queen of FAIRIES, When she comes on the
Earth out of the Centre. [42 lines] source: Poems, 257.

*%«Verses from a Lady at Bath, Dying with a Consumption, to her Husband,” GM, 20 (1750) 424 (Noted in
Feminist Companion, 740). A number of notable changes were introduced to the twenty-two line poem by
the time it appeared in Ballard's book. The diction has changed (for instance, the word “worldly” in the first
printing has become “earthly™ in Ballard; “fond™ now reads “first,” and the phrase *“should'st thou moum
that death is come” has been transformed to “should'st thou grieve that rest is come™). Perhaps Ballard had
access to a better ms. than the one reproduced in the GM.

*IListed under Cavendish in my Works Consulted.

25ee Chapter Four for a note on Cavendish’s birth date.
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Mrs. Philips [Katherine Philips, née Fowler (1632-1664)]

[pages 213-232]

Source: Poems by the most deservedly admired Mrs. Katherine Philips, the matchless
Orinda. To which is added Monsieur Corneille s tragedies of Pompey and Horace, with
several other translations out of French. London: printed for Jacob Tonson, 1710. [46],
562p.; 8 . The first authorized edition of the Poems appeared in folio in 1667, after the
poet’s death, by her friend Charles Cotterel, supposedly in order to correct the impression
of an unauthorized edition of seventy-four poems in 1664. Later editions appeared in
1669, 1678, and then the octavo edition in 1710, sold by Jacob Tonson, which served as
Colman and Thomton’s source for Philips’s poems in PEL.®

[213] POEMS By Mrs. KATHERINE PHILIPS.
214 Mrs. KATHERINE PHILIPS (The celebrated ORINDA)
[Editorial introduction to Philips]
biographical sources: Ballard, 287, 344; Cibber and Shiells, II: 148.
215-218 POEMS BY Mrs. KATHERINE PHILIPS.
CONTENT. To my dearest LUCASIA. [72 lines]
source: Poems (1710) 29.
218-219 TO THE QUEEN of INCONSTANCY, REGINA COLLIER, in Antwerp.
[24 lines] source: Poems (1710) 29.
219-220 Against PLEASURE. An ODE. [30 lines] source: Poems (1710) 85.
220-221 The ENQUIRY. [48 lines] source: Poems (1710) 36.
222-226 A COUNTRY-LIFE. [88 lines] source: Poems (1710) 111.
226-227 To Lady ELIZABETH BOYLE, Singing a SONG, of which ORINDA was
the AUTHOR. (28 lines]  source: Poems (1710) 132 (originally titled
“To my Lady Elizabeth Boyle, Singing ~Since affairs of the State &c.”)
227-229 On the WELCH LANGUAGE. [48 lines] source: Poems (1710) 161.
229-230 The VIRGIN. [22 lines] source: Poems (1710) 168.
230 Against LOVE. [15 lines] source: Poems (1710) 177.
The earliest known version of this poem is again the 1667 edition,
although it does also appear in two of the seventeenth-century manuscript
books of Orinda’s poems in unidentified hands, one being the
commonplace-book compiled by John Dunton, Originall Poems

23For a list of the ms. and printed editions of Philips’s Poems, see the first volume of Thomas’ Collected
Works of Katherine Philips.
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Collected from the best of our Modern Poets (Bodleian MS Rawl. poet.
173), which contains eleven poems by Philips. **

230-231 To my ANTENOR, March 16, 1660-1. [26 lines]
source: Poems (1710) 180. First printed in the 1667 Poems.

232 TENRES DESIRS. From French Prose. [6 lines] source: Poems
(1710) 226. The “french prose” cited here has not been identified. This
poem was first printed in the 1667 edition of the Poems.

Mrs. Pilkington [Laetitia Pilkington, née van Lewen (1708?-1750)]

[pages 233-268]

Source: Memoirs of Mrs. Laetitia Pilkington, wife to the Rev. Matthew Pilkington.
Written by herself. Wherein are occasionally interspersed, all her poems; with anecdotes
of several eminent persons, living and dead. Among others, Dean Swift, Alexander Pope
Dublin printed; London: R. Griffiths, and G. Woodfall, 1748. viii, 302, [2]120.

Memoirs of Mrs. Laetitia Pilkington, Wife to the Rev. Mr. Matthew Pilkington.
Written by herself. Wherein are occasionally interspersed her poems, with a Variety of
Secret Transactions of some Eminent Persons. Vol. Il. [London]: Dublin printed: London
reprinted: and sold by R. Griffiths, 1749. vi. 120, [7] 12"

The third and last volume of the Memoirs of Mrs. Laetitia Pilkington, written by
herself. Wherein are occasionally interspersed, a variety of poems: as also the letters of
several persons of distinction, with the conclusive part of the life of the inimitable Dean
Swift. London: printed, and Dublin reprinted in the year, 1754. xxiv, 264, [2] 12° [This
last edited by her son, John Cartaret Pilkington, after her death].

Colman and Thornton probably used the London editions of Pilkington’s
Memoirs, rather than the Dublin editions, although bibliographical evidence does not
definitely prove this. A.C. Elias has shown that the London editions of volumes I and II
of the Memoirs “rephrase Hibernicisms and awkward expressions, straighten out
grammatical lapses, regularize spelling and punctuation, correct the occasional mis-
attribution of quoted verse, and mechanically expand the contractions (“don’t,” “won’t,”
“‘tis”) which enliven the spoken dialogue.”* This is true of the prose; however, there are
no differences between her verses in the London edition and those in the Dublin edition.

*Thomas, Collected Works of Katherine Philips. 1: 49.

BA. C. Elias Jr. ed. and intro., The Memoirs of Laetitia Pilkington, 2 vols. (Athens: U ofGeorgia P, 1997),
I: xxvi,
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POEMS By Mrs. LAETITIA PILKINGTON.

Mrs. PILKINGTON [Editorial introduction to Pilkington]

biographical sources: her own memoirs; Cibber and Shiells, V: 315.
POEMS BY Mrs. LAETITIA PILKINGTON.

The PETITION of the BIRDS to Mr. PILKINGTON, on his Return from
SHOOTING. [32 lines] source: Memoirs 1: 38.

Delville, the Seat of the Rev. Dr. DELANY. [30 lines] source: Memoirs 1: 47.
To the Rev. Dr. SWIFT, on his BIRTH-DAY. [20 lines]

source: Memoirs I: 50.

The STATUES: OR, The TRIAL of CONSTANCY. A TALE. For the
LADIES. [224 lines] source: Memoirs I: 92. First published anonymously
in folio by Dodsley (though Thomas Cooper’s name appears on the imprint) in
April, 1739. A. C. Elias notes that Pilkington based her poem on part of
Samuel Humphrey’s Peruvian Tales, a translation of Thomas-Simon
Guellette’s Mille et une heures, contes peruviens.*

CARTE BLANCHE. [15 lines] source: Memoirs I: 109 (untitled).

Sent with a QUILL to Dr. SWIFT, Upon hearing he had received a BOOK
and STAND-DISH. [16 lines] source: Memoirs 1: 112.

ODE In Imitation of HORACE. [20 lines] source: Memoirs I: 120.
MEMORY. [33 lines] source: Memoirs I: 137.

ADVICE To the PEOPLE of DUBLIN, In their choice of a RECORDER.
[12 lines] source: MemoirsI: 142.

To STREPHON. Written for a LADY to her LOVER. [15 lines]

source: Memoirs I: 148.

QUEEN MAB to POLLIO. [10 lines] source: Memoirs I: 150.

The SEVENTH ODE OF THE THIRD BOOK of HORACE paraphrased.
Written in the Absence of her HUSBAND. Quid fles, Asteria? [24 lines]
source: Memoirs 1: 152. The context for this poem is added to the title in
PEL (“the Absence of her Husband™).

CONSOLATORY VERSES to her HUSBAND. [24 lines]

source: Memoirs I: 174.

SORROW. [56 lines]  source: Memoirs I: 238.

A SONG. (“Stella, darling of the Muses,”) [20 lines]

**Samuel Humphreys, Peruvian Tales, Related, In One Thousand and One Hours (London, 1734; 2 vols.
rpt. Dublin, 1734) Elias, Memoirs, I1: 417 n39.19.
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source: Memoirs 1: 250.
A SONG. (“Lying is an occupation™) [12 lines] source: Memoirs 1: 278.
EXPOSTULATION. Written in DISTRESS. [24 lines]
source: Memoirs I: 296.
To the Reverend Dr. HALES. [58 lines] source: Memoirs HI: 12.
To Mr. CIBBER. On his asking for something entirely NEW. [65 lines]
source: Memoirs II: 17. First published in Colley Cibber’s pamphlet, The
Egoist, or Colley upon Cibber.
To the Hon. Col. D-NC-BE. [22 lines] source: Memoirs II: 24.
To his GRACE The Lord Archbishop of YORK. [56 lines]
source: Memoirs 1I: 40.
EPILOGUE 7o VIRTUE TRIUMPHANT. [37 lines]
source: Memoirs III: 40.
Written on her DEATH-BED. [6 lines] source: Memoirs 11I: 236.

Mrs. Rowe [Elizabeth Rowe, née Singer (1674-1737)]

[pages 269-284]

Source: Miscellaneous Works of Mrs. Elizabeth Rowe: Published by her Order, By Mr.
Theophilus Rowe. Second edition, corrected. 2 vols. London: Henry Lintot, 1749.
Variant readings in the first edition point to the fact that Colman and Thornton used this
second edition (or the “third edition” of 1750, in fact a reissue, the title-page of which is a
cancel). Many of these poems were first printed in Poems on Several Occasions, written
by Philomela, which John Dunton brought out in 1696, followed by an amended second

edition by Curll in 1737.

[269] POEMS By Mrs. ELIZABETH ROWE.

270 Mrs. ELIZABETH ROWE [Editorial introduction to Rowe]
biographical source: Cibber and Shiells, IV: 326.

271-272 POEMS BY Mrs. ELIZABETH ROWE.
In PRAISE of MEMORY. Inscribed to the Honourable The Lady
WORSELY. [29 lines] source: Works, I: 15

272-273 HYMN to the DEITY. [20 lines] source: Works, I: 34

273-274 HYMN on the SACRAMENT. [20 lines] source: Works, I: 36

274-277 DIALOGUE BETWEEN The Fallen Angels and a Human Spirit Just
entered into the other WORLD. [82 lines] source: Works, I: 46

277-278 DESPAIR. [111 lines]source: Works, 1. 71

279-280 REVELATION. Chap. xvi. [49 lines] source: Works, [: 78
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280-281 HYMNS of THANKS on my Recovery from the SMALL-POX.[16 lines]
source: Works, 1: 94

281-284 On the DEATH of Mr. THOMAS ROWE. [87 lines]
source: Works,1: 112.

Lady Winchilsea” [Anne Finch, née Kingsmill (1661-1720)]

[pages 285-316]

Sources: Miscellany Poems, on several occasions. Written by a lady. London: printed
for J. B. and sold by Benj. Tooke, William Taylor, and James Round, 1713. (8], 390p.,
8°.* The last two poems are not from Finch’s Miscellany, but from Ballard’s Memoirs.

[285] POEMS By ANNE, Countess of Winchilsea.

286 ANNE, COUNTESS of Winchilsea, [Editorial introduction to Winchilsea]
biographical sources: Ballard’s Memoirs, 413; Cibber and Shiells’

Lives, [1I: 321.

287-289 POEMS BY ANNE, Countess of Winchelsea.

The BRASS POET and STONE JUGG. A FABLE. [55 lines]
source: Misc., 55.

289-290 There’s No TO-MORROW. A FABLE. Imitated from Sir. Roger
L’Estrange.[2] lines] source: Misc., 32.

290-297 The SPLEEN. A PINDARICK POEM. [150 lines] source: Misc., 88.

267-297 The ATHEIST and the ACORN. [30 lines] source: Misc., 202.

297-300 The YOUNG RAT and his DAM, the COCK and the CAT. [83 lines]
source: Misc., 126.

300-304 To Mr. Finch, now Earl of Winchelsea, Who, going abroad, had desired
ARDELIA to write some VERSES upon whatever subject she thought fit,
against his return in the evening. Written in the YEAR 1689. [108 lines]
source: Misc., 272.

304-305 The EAGLE, the SOW, and the CAT. [67 lines] source: Misc., 212.

*Listed under Finch in my Works Cited.

*This book was issued three more times with variant title-pages, as: 1) Miscellany Poems, on several
occasions. Written by a lady. (London: printed for John Barber and sold by John Morphew, 1713). 2)
Miscellany Poems, with a Tragedy. By a Lady, author of the poem on the spleen. London: printed for John
Barber; and sold by John Morphew, 1713. 3} Miscellany Poems, on several occasions. Written by the
Right Honble Anne, Countess of Winchilsea. London: printed for J. B. and sold by Benj. Tooke, William
Taylor, James Round, and John Morphew, 1713.
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307-308 LOVE, DEATH, and REPUTATION. [54 lines] source: Misc., 29.

308-311 The DECISION of FORTUNE. A FABLE. {69 lines] source: Misc., 51.
