
DewDrop 

DewDrop 
 

Lecture 9 
Edmond Spenser (1552-1599) 

 

There is not a great deal known about 
Spenser's life. Spenser was born in London,   
England, most likely in 1552, and as a child 
attended a forward thinking grammar  school. 
He was educated there for eight years, 
beginning in 1561. His education   was  a 
classical one, meaning his studies centered on 
Latin  And Greek language,  philosophy, and 
literature. In 1569, Spenser attended college at 
Cambridge  University. After receive a bachelor 
of arts degree in 1573, Spenser  studied for his 
master of arts degree, which he received in 
1576. Cambridge at this time was largely 
populated by radical Puritans, although the 
impact of such teachings on Spenser has been 
debated. 
 
 
  After receiving his master of arts degree, 
Spenser held a number of offices, working in 
1578 as the secretary to the former master of 
Pembroke Hall, Edward Young, and  in 1579 
working in the household of the Earl of 
Leicester, uncle to Spenser’s friend and fellow 
poet Sir Philip Sidney. In 1580 Spenser traveled 
to Ireland  to work as  secretary to Governor 
Arthur Lord Grey de Wilton. During this time, 
England was attempting to conquer Ireland, 
through violence as well as by encouraging the 
English to settle there. Spenser was an 
enthusiastic participant in this effort. He served 
in various capacities in Ireland during the 1580s 
and 1590s. He was granted a large estate, 
Kilcolman, in 1590.  
 
 
 
 

 ك٤خس ػٖ حُٔؼَٝف حٌُؼ٤َ ٛ٘خى ٤ُْ 
 حٌِٗظَح، ، ُ٘يٕ ك٢ ٓزَ٘ٔ ُٝي. ٓزَ٘ٔ
 ٣لَ ا١ ًٝٔخ ،ٕ٘٘ٔ ك٢ حلأٍؿق ٝػ٠ِ
ََ َُ ك٠َ ٌَِسَحٍ ػخ٣ٞٗشَحٍ ٓيٍٓشحٍ ا٠ُ ٣َُٓ . ُٓلَ
 حرظيحء ٓ٘ٞحص، ػٔخ٢ٗ ُٔيس ٛ٘خى طؼ٤ِٔٚ طِو٠
حلأٍٝ  طؼ٤ِٔٚ ًٝخٕ. ٔٙ٘ٔ ػخّ ٖٓ

 ػ٠ِ طًَِ ىٍحٓخطٚ ٣ؼ٢٘ ٌٝٛح ، ًلا٢ٌ٤ٓ
. ٝحلأىد ، ٝحُلِٔلش ٝح٤ُٞٗخ٤ٗش، حُلاط٤٘٤ش حُِـش
ََ  ،9ٙ٘ٔ ك٢  ؿخٓؼش ك٢ ح٤ٌُِش ٓز٤ٔ٘٤َ ىَه

 ىٍؿش ػ٠ِ حُلٍٜٞ رؼي. . ًخٓزَىؽِ
 ،7ٖ٘ٔ ك٢ ح٥ىحد ك٢ حُزٌخ٣ٍُّٞٞ

َّ ٓز٤ٔ٘٤َ  ح٥ىحد، ك٢ ٓخؿٔظ٤َحٍ ىٍؿشِ ىٍَ
 طو٤٘ٚ ًخٗض .7ٙ٘ٔ ك٢ طِوخٛخ ٝحُظ٢ ،

 هزَ ٖٓ حُٞهض ٌٛح ك٢ ًخٓزَىؽ حؿِز٤ش
 ٓ٘خه٘ش ٖٓ حَُؿْ ٝػ٠ِ ؿ٣ٌٍش، حُٔظ٘يىٕٝ

 .ٓزَ٘ٔ ك٢ حُظؼخ٤ُْ ٌٛٙ أػَ
 
 
 

 ،ح٥ىحد ك٢ ٓخؿٔظ٤َحٍ ىٍؿشِ آظِلاّ رؼي
ْٖ ػيىطٔٔي د ٓز٤ٔ٘٤َ ََٔ حٌُٔخطذِ، ِٓ  ك٢ ػَ
 ُوخػشِ حُٔخرنِ ح٤ُٔيِ ا٠ُ ًخٌَُٔط٤َ 78٘ٔ

ََٔ 79٘ٔ ٝك٢ ٣ٞٗؾ، اىٝحٍى ر٤ٔزَٝى،  ػَ
ٍِ ػخثِشِ ٓغ ّْ ٤ُٔظَ، ا٣َ  ٛي٣نِ ا٠ُ ػ

َِ ٤َُٓٙٝ ٓز٤ٔ٘٤َ َِ ٗخػ ٤ّٔ  .٤ٓي٢ٗ ك٤ِ٤ذ حُ
ََ ٓز٤ٔ٘٤َ 8ٓ٘ٔ ١ ََٔ ا٣َُ٘يٙ ا٠ُ ٓخك  ُِؼَ

ِْ ا٠ُ ًٌَٔط٤َ  ى١ ٣ِٝظٕٞ آٍػَ حُلخً
 ر٤٣َخ٤ٗخ ًخٗض حُٞهض، ٌٛح ٝهلاٍ .ؿَح١
 حُؼ٘ق، ٣َ٣ن ػٖ ح٣َُ٘يح، هَٜ طلخٍٝ
 ٤ُٔظوَٝح حلإٗـ٣ِ٤ِش ط٘ـ٤غ هلاٍ ٖٓ ًٌُٝي
 ٌٛح ك٢ ٓظلٔٔخ ٓ٘خًٍخ ٓزَ٘ٔ ًٝخٕ. ٛ٘خى
 ح٣َُ٘يح ك٢ ٓ٘خٛذ ػيس ك٢ هيّ. حُـٜي
 ٓ٘ق ًٝخٕ. 8ٓs ٝ ٔ٘9ٓs٘ٔ هلاٍ

. 9ٓ٘ٔ ك٢ ،Kilcolman ًز٤َس، ػوخٍحص
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From his home in Ireland, Spenser began to 
write in earnest, having already published  a 
series of pastoral poems, The Shepheardes 
Calendar, in 1579. He published the first part of 
his famous epic poem, The Faerie Queene, in 
1590, and the second part in 1596. Spenser 
married Elizabeth Boyle in 1594, and in her 
honor wrote the love poems and wedding song 
known collectively as Amoretti and 
Epithalamion, published in 1595.  That is why 
he is considered as the only sonneteer who 
wrote a sonnet sequence to his wife. After 
being appointed to the position of High Sheriff 
of Cork in 1598, he was forced to return to 
London after rebels burned down his home at 
Kilcolman. Spenser died in London of unknown 
causes on January 13, 1599, and was buried in 
Westminster Abbey.  
 
 

Sonnet 75 
 
One day I wrote her name upon the strand, 
But came the waves and washe` d it away: 
Agayne I wrote it with a second hand, 
But came the tyde, and made my paynes his 
pray. 
‘‘Vayne man,’’ sayd she, ‘‘that doest in 
vaineassay,           5 

A mortall thing so to immortalize, 
For I my selve shall lyke to this decay,  
And eek my name bee wype` d out lykewise.’’ 
 ‘‘Not so,’’ quod I, ‘‘let baser thingsdevize, 
To dy in dust, but you shall live by fame:       10 

My verse your vertues rare shall eternize, 
And in the heavens wryte your glorious name. 
Where whenas death shall all the world 
subdew, 
 Our love shall live, and later life renew.’’  
 

 ٌُظخرش ٓزَ٘ٔ ريأ ح٣َُ٘يح، ك٢ ُِٓ٘ٚ ٖٓ
 ِِٓٔش رخُلؼَ َٗ٘ص إٔ رؼي ؿي١، رٌَ٘

 ٝحُظو٣ْٞ حَُػ٣ٞش، حُوٜخثي ٖٓ

Shepheardes، حٗٚ ٝهخٍ. 79٘ٔ ك٢ 

 حُِٔل٤ٔش ه٤ٜيطٚ ٖٓ حلأٍٝ حُـِء َٗ٘
 ،9ٓ٘ٔ ك٢ حُـٖ، Queeneٝ ح٤َُٜ٘س،

ّٝؽَص .9ٙ٘ٔ ك٢ حُؼخ٢ٗ ٝحُـِء  ٓز٤ٔ٘٤َ ُ
 ًظذ ُٜخ ٝط٣ٌَٔخ ،9ٗ٘ٔ ك٢ ر٣َٞ ا٤ُِحر٤غ

 طؼَف حُظ٢ حُِكخف ٝأؿ٤٘ش حُلذ هٜخثي

 حُظ٢ ،Amoretti ٝEpithalamion رخْٓ

 حٗٚ ك٢ حُٔزذ ٛٞ ٌٛح. 9٘٘ٔ ك٢ َٗ٘ص

 ًظذ ح١ٌُ حُٞك٤ي sonneteer ٓؼَ ٣ؼظزَ

 ك٢ طؼ٤٤٘ٚ رؼي. ُِٝؿظٚ حُٔٞٗخطش ِِٓٔش
َِ ٜٓ٘ذ  ك٢ ٌٍُٞى حُؼخ٢ُِ ح٣َُ٘ش ُٓي٣
 رؼي ُ٘يٕ ا٠ُ حُؼٞىس ا٠ُ ح٤َٟٛٞ  ،98٘ٔ

ْٕ ٍَ اكظَمَ أَ ّٞح  ك٢ ُِٓ٘ٚأٓلَ  حُؼ
Kilcolman .لأٓزخد ُ٘يٕ ك٢ ٓزَ٘ٔ طٞك٢ 

 ٝىكٖ ،99٘ٔ ٣٘خ٣َ ٖٔ ك٢ ٓؼَٝكش ؿ٤َ
 .٤ٓ٘ٔظَ ٣ٝٔض ٤ً٘ٔش ك٢

 
 

 7٘ ٓٞٗخطش
 

 حٜٓٔخ حُ٘خ٣ت ػ٠ِ ًظزض حلا٣خّ حكي
 رؼ٤يح ؿَكظٚ حلآٞحؽ ٌُٖ
 ًظزظٚ  حهَٟ َٓس

 رظ٠َػخط٢ ٓظًٌِح حُٔي حرظِؼٚ
 

 ٛزخء ٌٛح ، كخٍؽ ٍؿَ هخُضْ
 

ٍٕ ٓخٛٞ طوِي  كخ
 حُل٘خء ٓؤُو٠ لا٢ٗ

 ٤ٍِٓٝ ح٢ٔٓ ح٤َُٜٔ رٌحص ٝ
 حلآٞحص ٣ـؼَ ، حًظذ ٓخ ، ًٌُي ٤ُْ

 هخُي٣ٖ
 ٓظزو٤ٖ  رخَُٜ٘س ٌُٖ حُظَحد ك٢ ؿٔيى

 ك٠خثِي ٓظوِّي حٗؼخ١ٍ
 ٓـ٤يح حٓٔي حًظذ حُٔٔخء ٝػ٠ِ
 حُؼخُْ ٤ٓوَٜ حُٔٞص ٝر٤٘ٔخ

 
 حُل٤خس كظظـيى ، ٤ٓل٤خ كز٘خ
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Lines 1–4 
 In Spenser’s ‘‘Sonnet 75,’’ the poet expresses 
in a straightforward manner his conviction 
regarding the immortal nature of his affection 
for his lover. With the first two lines the 
speaker establishes the framework for the 
poem. He relates how he Wrote the name of 
his lover in the sand on the beach, only to have 
it washed away by the waves. In the next two 
lines (lines 3 and 4), he reveals that he 
attempted to write her name again, only to 
have the ocean tide once more erase his 
efforts.  Through these lines, the speaker’s 
diligence is revealed. Despite the fact that the 
waves wash away his lover’s name, he repeats 
what is clearly a futile effort.  
 
 
Lines 5–8 
The next four lines of the poem (lines 5–8) 
reveal that the poem is not simply the 
speaker’s expression of his feelings, but a 
recollection of a dialogue with his lover. He 
explains in these lines what his lover stated 
when she witnessed his actions. The lover’s 
response to the speaker’s endeavors to 
inscribe her name in so impermanent a 
medium as wet sand is gently chastising in 
tone. Apparently a practical woman, she tells 
the speaker that he exerts himself to no end. 
The lover goes on to compare her name 
written in the sand, and its being washed away 
by the tide, to her own existence, and its 
inevitable end one day by death. Her tone and 
her words reprimand the speaker for 
attempting such a prideful display. She accuses 
him both of being vain for making such an 
effort and acting in vain, for his desire to affix 
their love to a specific time and place is 
ultimately, and obviously, a fruitless one.  

 ٗ-ٔ ١ٞ٣م
 ك٢ ٣ؼزَ حُ٘خػَ "،7٘ ٓٞٗخطش"ك٢  ٓز٤ٔ٘٤َ
 ح٤ُز٤ؼش روٜٞٙ ه٘خػظٚ ر٢٤ٔ أِٓٞد
ْٖ حُوخُيس  ه٤٤ٖ أٍٝ ٓغ .ُلز٤زِٚ ٓٞىّطِٚ ِٓ
 ٤ًق ١َٝ٣ٝ. ُِو٤ٜيس حلإ٣خٍ ٠٣غ ُِٔظٌِْ

 حُ٘خ٣ت ػ٠ِ حَُٓخٍ ك٢ كز٤زظٚ حْٓ ًظذ حٗٚ
 ك٢. حلأٓٞحؽ ؿَكظٜخ هي لأٜٗخ كو٢ ،

 ٣ٌ٘ق ،(ٗ ٝ ٖ ه١ٞ٤) حُظخ٤٤ُٖ ح٣َ٤ُٖٔ
 أهَٟ، َٓس حٜٓٔخ ٣ٌظذ إٔ كخٍٝ أٗٚ ػٖ
 ٓلٞ أهَٟ َٓس حُٔل٢٤ حُٔي ٣ٌٕٞ إٔ الا

 طز٤ٖ حلأ٤َٓ، ٌٛٙ هلاٍ ٖٓ.  ؿٜٞىٙ
 إٔ ٖٓ حَُؿْ ػ٠ِ. ُٔظليعح ٖٓ حُلَٙ
 ٣ٌٍَ حٗٚ ٝهخٍ كز٤زظٚ، حْٓ ؿَف١ ٓٞؿخص

 .ؿيٟٝ ًٟ ؿ٤َ ؿٜي ٖٓ ٝحٟق ٛٞ ٓخ
 
 
 
 
 

 8-٘ ه١ٞ٤
-٘ ه١ٞ٤) ه٤ٜيس ٖٓ أ٤َٓ أٍرؼش حُوخىّ

 ٓـَى ٤ُٔض حُو٤ٜيس إٔ ػٖ طٌ٘ق( 8
 طًٌَ ٌُٖٝ ٓ٘خػَٙ، ػٖ حُٔظليع طؼز٤َ

 ٌٛٙ ك٢ ٣لَٔ ٓخ ٝٛٞ. كز٤زظٚ ٓغ ُِلٞحٍ
 ٗخٛيص ػ٘يٓخ كز٤زظٚ َٛف ٓخ ح٤ٍُٔٞ
 إٔ حُٔظليع ُٔٔخػ٢ حُلز٤ذَ ٍَىّ. طَٜكخطٚ

 ح١ََُٓ ٓئهض ىّٝ ك٢ حٜٓٔخ طٔـَ
 ػ٠ِ. حلاٗٔـخّ ك٢ ر٤ِق ط٣ٌٜذ ٛٞ ح٣َُذ

 أٗٚ حُٔظٌِْ ط١َٝ ٢ٛٝ ػ٤ِٔش، حَٓأس ٣زيٝ ٓخ
َُ. ٜٗخ٣ش لا ٓخ ا٠ُ ٗلٔٚ ٣ٔخٍّ  حُلز٤ذُ ٣َٔظٔ
 ٣ٝـ١َ حَُٓخٍ، ك٢ ٌٓظٞد حٜٓٔخ ُٔوخٍٗش
 ٝؿٞى ا٠ُ ، ٝحُـٍِ حُٔي ػٖ رؼ٤يح ؿِٜٔخ
 ٖٓ ٝحكي ٣ّٞ حُلظ٤ٔش ٜٝٗخ٣ظٜخ رِيٛخ،
 حُٔظٌِْ ًِٝٔخطٜخ ٗزَطٜخ طٞر٤ن. حُٔٞص

 طظٜٔٚ حٜٗخ. كوٍٞ حُؼَٝ ٌٛح ٓؼَ ُٔلخُٝش
 حُـٜي ٌٛح ٓؼَ ُٜ٘غ ػزؼخ ٣ـ١َ ٖٓ ًَ

 إٔ ك٢ ٍؿزظٍٚ ػٖ ؿيٟٝ، ىٕٝ ٖٓ ٝحُؼَٔ
 ك٢ ٓؼ٤ٖ ٌٝٓخٕ ٓليى ُٞهض كزْٜ ٠٣ؼٞح

 .ٓؼَٔس ؿ٤َ ٝحكي ٝٛٞ ٝحُٞحٟق، ، ٜٗخ٣شحٍ
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Lines 9–12 
In lines 9–12, the speaker responds to his 
lover’s protests. Here his idealism and the 
fullness of his love is revealed. He tells her that 
only lower, less worthy creatures will die and 
be reduced to dust. She, rather, will certainly 
live on through the fame he will create for her 
with his poetic verses. His poetry, he assures 
her, will record forever her singular virtues, 
thereby immortalizing her name. 
 
 
Lines 13–14 

In the last two lines of the poem, the speaker 
makes plain that not only will his lover live on 
forever through his poetry, but also that when 
death conquers the world, their love will 
remain and be renewed in the next life. The 
last lines suggest the speaker’s belief in some 
form of life after death, although whether he 
describes a bodily or spiritual existence 
remains unclear. In a sense, the speaker’s 
intention to  immortalize his lover through his 
poetry validates his lover’s accusation that he 
is  vain. His boasts about his ability to create 
such lasting fame for her reveals his grand  
opinion of his skill as a poet. Despite this 
vanity, however, the final lines of the poem 
make clear the depth of his love and his belief 
that the feelings they share will live in after 
death. 
 
 
* Themes : love and Immortality Like most 
Elizabethan sonnets, Spenser’s ‘‘Sonnet 75’’ is 
concerned with an amorous relationship. Often 
such sonnets itemize a lover’s virtues or reveal 
the extent of a lover’s passion.  
 
 

 ٕٔ-9 ه١ٞ٤
َْىُ ،ٕٔ-9 ه١ٞ٤ ك٢ ٣َ ُْ  ػ٠ِ حُٔظٌِّ

 حُٔؼخ٤ُش ُٚ ً٘ق ٛٞ ٛ٘خ. كز٤زِٚ حكظـخؿخص
 كو٢، حٗولخٝ إٔ أَٓٛخ. ٓلزظٚ َٝٓء

 ٣ٌٖٝٔ ٓٞصص ٓٞف حٓظلوخهخ أهَ ٓوِٞهخص
 ٓٞف رخلأكَٟ، اٜٗخ،. ؿزخٍ ا٠ُ طل٣ِٜٞخ

 حٗٚ حَُٜ٘س ٣َ٣ن ػ٠ِ رخُظؤ٤ًي ٣ؼ٤ٖ
ٍِٙ ٓغ ُٜخ ٤ٓوِن . حُ٘ؼ٣َش أٗؼخ

َُ ُٜخ، ٣ئًي ٗؼَٙ،  ّـ  ِٓح٣خٛخ حلأري ا٠ُ ٤َُٓٔ
َٜٔخ ٣ُوِّيُ رٌُي حُٔلَىسَ،  .حٓ

 
 
 

 ٗٔ-ٖٔ ه١ٞ٤
 ٣ـؼَ حُٔظٌِْ ه٤ٜيس،حٍ ٖٓ ٣َ٤ٖٓ آهَ ك٢
 ا٠ُ كز٤زظٚ ٓظؼ٤ٖ كو٢ ٤ُْ إٔ حُٞحٟق ٖٓ

 ػ٘يٓخ أٗٚ أ٠٣خ ٌُٖٝ ٗؼَٙ، هلاٍ ٖٓ حلأري
 ٤ََٓزْو٠ كزْٜ حُؼخُْ، ك٢ حُٔٞص ػ٠ِ ٣٘ظَٜ
ُٕ ٌُٞ  حلأ٤َٓ. حُوخىٓش حُل٤خس ك٢ ٓـيّىحً ٣َٝ
َْ حػظوخى ا٠ُ ط٤َ٘ حلأه٤َس  ٌَٗ ك٢ حُٔظٌِّ

 حَُؿْ ػ٠ِ ، حُٔٞص رؼي حُل٤خس أٌٗخٍ ٖٓ
 أٝ ؿٔي١ ٝؿٞى ًخٕ اًح ٓخ طٟٞق إٔ ٖٓ

 ٤ٗش ٓؼ٠٘،. ٝحٟلش ؿ٤َ طِحٍ لا ٍٝك٢
َْ َِٙ هلاٍ كز٤زِٚ ُظَو٤ِْي حُٔظٌِّ  ٣ُٜيّمُ ٗؼ

ٍُ رؤّٗٚ كز٤زِٚ حطٜخّ  رويٍطٚ ٣ظلخهَ ُٚ .ٓـَٝ
 ٣ٌ٘ق ُٜخ ىحثْ حَُٜ٘س ٌٛٙ ٓؼَ هِن ػ٠ِ
 ػ٠ِ. ً٘خػَ ُٜٔخٍطٚ حٌُزَٟ ٍأ٣ٚ ػٖ

 كبٕ ًُي، ٝٓغ حُـٍَٝ، ٌٛح ٖٓ حَُؿْ
 ٓلزظٚ ػٔن طٟٞق ُِو٤ٜيس حُٜ٘خث٢ ه١ٞ٤

١ََٕ حُظ٢ حُٔ٘خػَ رؤٕ ٝحػظوخىٙ  ٛخك٢ ٗظًَٞ
ُٖ   .حُٔٞصِ رؼي ك٢ َٓظَؼ٤ِ

 
 
 
 

 ؿَحٍ ػ٠ِ ٝحُوِٞى حُلذ:  ٟٓٞٞػخص* 
  ك٢ ٓزَ٘ٔ حلإ٤ِ٣ِحر٤ؼ٤شِ، حُٔٞٗخطخص ٓؼظْ

ّٔش'' 7٘''حُٔٞٗخطش  ك٢. ؿَح٤ٓشِ رؼلاهشِ ُٜٓظ
َُ حُٔٞٗخطخصِ ٌٛٙ ٓؼَ حلأك٤خٕ أؿِذ ّٜ  طُل
ٌْ٘قُ أَٝ كز٤ذِحٍ ِٓح٣خ . حُلز٤ذ ٗـق ٓيٟ طَ
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In this poem, rather than focusing on the 
qualities of his lover that inspire his admiration, 
the speaker explores the enduring nature of his 
love for the woman in question. He dismisses 
his lover’s matter-of-fact expressions of the 
notion that her name, and their love, is 
transitory. 
 
 She quite clearly states that their relationship 
is a mortal one. She is adamant that she will, in 
fact, die, and the memory of her presence on 
earth be extinguished, erased like her name in 
the sand. However, the speaker is quick to 
deflate her argument. Only low, base creatures 
are destined to die, the speaker replies The 
language of the sonnet is archaic. He also 
mentions the tide washing away the name he 
had written in the sand. Therefore, we know 
the beach must have  been near the ocean, 
rather than a lake, as lakes do not cover 
enough area to be effected by the gravitational 
pull of the moon and consequently do not have 
tides. 
 
 
At the end of ‘‘Sonnet 75,’’ Spenser references 
the notion of an afterlife. It is known  that 
Spenser was a Protestant, perhaps of the more 
radical variety known as a  Puritan. Research 
the beliefs of sixteenth-century Protestants 
regarding predestination, death, and the 
resurrection of the soul.  
 
The Power of Language: The speaker in 
Spenser’s ‘‘Sonnet 75’’ displays supreme 
confidence in the power of his own written 
words. He claims that through his poetic verses 
he will eternalize his lover’s goodness, her best 
qualities. Through his words, her name and her 
glory will be written for all time.  

 ػ٠ِ حُظ٤ًَِ ٖٓ ريلا حُو٤ٜيس، ٌٛٙ ك٢
 حُٔظٌِْٝ اػـخرٚ، طِْٜ حُظ٢ كز٤زظٚ ٛلخص

 ك٢ َُِٔأس كزٚ ٖٓ ىحثٔش ٣ز٤ؼش ٣ٔظٌ٘ق
 ٝحهغ لأَٓ كز٤زظٚ ٣َكٞ ٝٛٞ. حُٔئحٍ
 ، حٜٓٔخ رؤٕ حُوخثِش حُلٌَس ػٖ طؼز٤َ حلأَٓ

َُ ٝكزْٜ،  .ػخر
 
 
 

َّفُ  حُؼلاهش إٔ ػ٠ِ ٝحٟق رٌَ٘ طٔخٓخً طُٜ
 ، أٜٗخ طَٜ ك٢ٜ. ٤ٔٓظش ٝحكيس ٢ٛ ر٤ٜ٘ٔخ

 حٌُحًَس ٖٓ طٔو٢ ٝإٔ ٓٞص،ٓض حُٞحهغ، ك٢
 حٜٓٔخ ٓؼَ ٝٓلٞٛخ حلأٍٝ، ػ٠ِ ُٜخ ٝؿٞى

 رَٔػش حُٔظٌِّْ كخٍ، أ٣ش ػ٠ِ. حَُٓخٍ ك٢
 كو٢، ٓ٘ول٠ش حُٔٞؿٜش. ٛخصكؾ ٤ُيكٞ

 ٝحُٔظٌِْ ، طٔٞص إٔ هخػيس ٝحُٔوِٞهخص
 ٣ًٌَ ٝٛٞ. حُزخ٤ُش ٛٞ حُٔٞٗخطش ُـش ٍىٝى
 ك٢ ًظذ هي ًخٕ حٗٚ حْٓ طـَف حُٔي أ٠٣خ

 إٔ ٣ـذ حُ٘خ٣ت ٗؼِْ ٝٗلٖ ٌُُي،. حَُٓخٍ
 حُزل٤َس، ٖٓ ريلا حُٔل٢٤، ٖٓ رخُوَد ٣ٌٕٞ

 ٣ٌل٢ رٔخ ح٤ُ٘ٔوش طـ٢٤ لا ٝحُزل٤َحص
 ٣ٌٖ ُْ ٝرخُظخ٢ُ حُؤَ، ؿخًر٤ش طؤػَص ُظٌٕٞ
 .ٝحُـٍِ حُٔي ُي٣ي

 
 
 

 َٓحؿغ ٓزَ٘ٔ'' ،7٘ حُٔٞٗخطش» ٜٗخ٣ش ك٢
 ٓزَ٘ٔ إٔ حُٔؼَٝف ٖٝٓ. ح٥هَس ٓلّٜٞ

 ٍحى٣ٌخ٤ُش أًؼَ ٖٓ ُؼَ ٝ ، رَٝطٔظخٗظ٤خ ًخٕ
 أرلخع. حُزَٝطٔظخٗظ٢ ٣ؼَف ٓظ٘ٞػش

 حُزَٝطٔظخٗض ػَ٘ حُٔخىّ حُوَٕ ٓؼظويحص
 ٖٓ ٝحُو٤خٓش ٝحُٔٞص حلأهيحٍ ٣ظؼِن ك٤ٔخ

 .حَُٝف
 
 

'' 7٘'' ك٢ ٓزَ٘ٔ ك٢ حُٔظٌِْ:  حُِـش هٞس
 ٌُِٔخطٚ حُوٞٙ ك٢ حُؼ٤ِخ حُؼوش ٣ؼَٝ حُٔٞٗخطش
 هلاٍ ٖٓ أٗٚ ٣ٝيػ٢. حُوخٛش حٌُٔظٞرش
 ٤٣زٚ ٣وِي ٓٞف حٗٚ حُ٘ؼ٣َشأٗؼخٍٙ 
 هلاٍ ٖٝٓ. ُٜخ ك٠َحلأ ٝحُٜلخص كز٤زظٚ،
ِٕ ٝٓـيٛخ ٝحٜٓٔخ ًِٔخطٚ، ٌُٞٗخ  ٌٓظٞد ٤ََٓ

 .حلأري ا٠ُ
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The speaker has faith that after death their 
love will live on; this concept is as much related 
to religious faith in the nature of the immortal 
soul as it is to the couple’s faith in the depth of 
their love for one another. Yet what the 
speaker vows to achieve through his writing is 
quite different than what will transpire for the 
faithful after the death of the body. The revival 
in the afterlife of the relationship between the 
speaker and his lover is generated by the 
strength of the couple’s love. Yet the speaker 
promises that his lover’s immortality on earth 
will be assured by the strength of his poetry 
alone. Mere words written by the speaker will 
be enough, he insists, to insure that his lover’s 
name will never be forgotten.  
 
 
Spenserian Sonnet: 
Spenser, through the poems in Amoretti and 
Epithalamion, developed a style of sonnet that 
incorporated the use of an interlocking rhyme 
scheme; this became known as the Spenserian 
sonnet. In such a rhyme scheme, the rhyming 
words at the end of each line (or end rhymes) 
form a pattern in which each section of the 
poem is linked with the following section 
through the repetition of the rhyming words. 
 
 
When discussing rhyme schemes, lines are 
assigned a letter in order to show the 
repetition of the rhyme. The Spenserian sonnet 
rhyme scheme is: abab bcbc cdcd ee. The 
effect of this rhyme scheme is a structuring of 
the poem into three quatrains (a section of a 
poem consisting of four lines of verse) and a 
couplet (a section consisting of two lines of 
verse).  
 

ُٙ حُٔظٌِّْ ْ٘يَ ُٕ ػِ  كزِْٜ ٓٞصِحٍ رؼي ح١ٌُ ا٣ٔخ
ُٕ ِّ ٌٛح ػ٤ِٚ؛ ٤ََٓؼظخ  طَؼِّنَ هيٍ ٗلْ حُٔلٜٞ
ِٕ  حُوخُيسِ حَُٝفِ ٣ز٤ؼشِ ك٢ حُي٢ِ٘٣ رخلإ٣ٔخ

َٕ ٛٞ ر٤٘ٔخ  كزِْٜ ػٔنِ ك٢ حُِٝؽَ لإ٣ٔخ
ُْ حُٔظٌِّْ ح١ٌُ ًُي ٍؿْ .ح٥هَ لأكيٛٔخ  ٣ُؤ

 ػٖ طٔخٓخ ٓوظِلش ًظخرظٚ هلاٍ حلإْٗـخُ ػ٠ِ
. حُـْٔ ٖٓ ٝكخس رؼي ُِٔئ٤ٖ٘ٓ ٣ظزيٟ هي ٓخ
 ر٤ٖ حُؼلاهش ٖٓ ح٥هَس ك٢ ٠ٜٗش اٗ٘خء ٣ظْ

. حُِٝؿ٤ٖ ر٤ٖ حُلذ هٞس ٖٓ ٝكز٤زظٚ حُٔظٌِْ
 ٟٔخٕ ٤ٓظْ رؤٗٚ ٣َؼِيُ حُٔظٌِّْ ًُي ٍؿْ

 ٗؼَٙ هٞس ٖٓ حلأٍٝ ػ٠ِ كز٤زظٍٚ حُوِٞى
 ٣ٌٕٞ حُٔظٌِْ ًظزٚ ٝكيٛخ ٝحٌُِٔخص. ٝكيٙ
 حْٓ إٔ ٠ُٔخٕ ٣َٜ، حٗٚ ٝهخٍ ًخك٤خ،
 .٤ٔٗخٗٚ ٣ٌٖٔلا  كز٤زظٚ

 
 
 
 
 

Spenserian حُٔٞٗخطش : 

 Amoretti ك٢ هٜخثي هلاٍ ٖٓ ٓزَ٘ٔ،

ٝEpithalamion، ٍٞحُٔٞٗخطش ٖٓ ٢ٔٗ ٣ 

 هخك٤ش ٓو٢٤ حٓظويحّ أىٍؿض حُظ٢
 رـ ٓؼَٝكخ أٛزق ٌٝٛح حُٔظ٘خرٌش،

Spenserian ٌٛح ٓؼَ ك٢. حُٔٞٗخطش 

 ٤َٓ ًَ ٜٗخ٣ش ك٢ ط٤خرن هخك٤ش، حُٔو٢٤
 ٣َطز٢ ح١ٌُ ٢ٔٗ ط٤ٌَ٘( حُوٞحك٢ ٜٗخ٣ش أٝ)

 حُظخ٢ُ حُٔو٤غ ٓغ حُو٤ٜيس ٖٓ ٓو٤غ ًَ ك٢
. ًِٔخص حُظ٤خرن طٌَحٍ هلاٍ ٖٓ

 
 
 

 ه١ٞ٤ طؼ٤٤ٖ ٣ظْ هخك٤ش، ه٢٤ ٓ٘خه٘ش ػ٘ي
 ٝهخك٤ش. هخك٤ش طٌَحٍ اظٜخٍ أؿَ ٖٓ ٍٓخُش

:  ٛٞ حُٔو٢٤ Spenserian حُٔٞٗخطش

abab ٚٛ cdcd bcbc .َحُٔو٢٤ ٌٛح أػ 

 حَُرخػ٤خص ػلاػش ا٠ُ حُو٤ٜيس ٤ٌِٛش هخك٤ش ٛٞ
 أ٤َٓ أٍرؼش ٖٓ طظؤُق ه٤ٜيس ٖٓ ٓو٤غ)

 ٣َ٤ٖٓ ٖٓ ٣ظؤُق ٓو٤غ) ٝاػ٘خٕ( حُ٘ؼَ ٖٓ
 (.حُ٘ؼَ ٖٓ
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This physical structure relates to the poem’s 
meaning. The first quatrain describes the 
speaker’s actions on the beach, the second 
quatrain reveals the presence of the lover and 
her objections, the third quatrain contains the 
speaker’s response, and the final couplet sums 
up the speaker’s argument. 
 
 

. حُو٤ٜيسَ رٔؼ٠٘ ٣َظؼِّنُ ح٤ُز٤ؼ٢ِ حُظ٤ًَذِ ٌٛح
ِٜقُ ٍُ حلأ٠ُٝ حَُرخػ٤شُ طَ َْ أػٔخ  ػ٠ِ حُٔظٌِّ

ٌْ٘قُ حُ٘خ٣تِ، ٍَ حُؼخ٤ٗشَ حَُرخػ٤شَ طَ  ك٠ٞ
 حَُرخػ٤شَ طَلظ١ٞ ٝاػظَحٟخطِٜخ، حُلز٤ذِ
َْ، ٍَىَ حُؼخُؼشَ ُٚ حُٔظٌِّ َٕ ٣ُِٝوّ  حُٜ٘خث٢َ حلإػ٘خ
ّـشَ َْ ك  .حُٔظٌِّ

 

Lecture 10 
THE SHAKESPEAREAN THEATER     ٌٗٔز٤َ َٓٔف

 

      Before Shakespeare's time and during his 
boyhood, groups of actors performed 
wherever they could—in halls, courts, 
courtyards, and any other available open 
spaces.  In 1574, however, when Shakespeare 
was ten years old, the Common Council passed 
a law requiring plays and theaters in London to 
be licensed.  
 
In 1576, actor and future Lord Chamberlain's 
Man, James Burbage, built the first permanent 
theater called simply The Theatre outside 
London’s city walls. Thereafter, many more 
theaters were established around the city of 
London, including the Globe Theatre in which 
most of Shakespeare's plays were performed. 
(The image shows an illustration of the Curtain 
Theater, which was built some 200 yards away 
from The Theater and also housed many 
Shakespearean plays.) 
 
    Elizabethan theaters were generally built 
after the design of the original Theatre. Built of 
wood, these theaters comprised three rows of 
seats in a circular shape, with a stage area on 
one side of the circle.  

  أىّصْ كظٞطِٚ، ٝأػ٘خء ٌٗٔز٤َ ٝهضِ هزَ 
 ك٢  ْٛ ٣ٌٖٔك٤ؼٔخ   ٖٓ حُٔٔؼ٤ِٖ ٓـٔٞػخص
 ٓٔخكخص ٝأ١ّ ك٘خءحص، ،لاػذّ حُوخػخصِ،
 أ٣ش ػ٠ِ ،7ٗ٘ٔ ك٢ .أهَٟ ٓظٞكَس ٓلظٞكش

 ػَ٘ ػَٔٙ ًخٕ ػ٘يٓخ ٌٗٔز٤َ كخٍ،
 ٣ِِّ هخٗٞٗخ أهَ حُٔ٘ظَى ٓـِْحٍ ٓ٘ٞحص،

 ُظٌٕٞ ُ٘يٕ ك٢ ٝحُٔٔخٍف حَُٔٔك٤خص
 .َٓهٜش

 
 

 حُٔٔظوزَ ٍٝؿَ حُٔٔؼَ ر٠٘ ،7ٙ٘ٔ ك٢
 حَُٔٔف رَرخؽ، ؿ٤ْٔ ط٘خٓز٤َُٖ، حٍُِٞى
 هخٍؽ َٓٔف ىػخ رزٔخ٣ش حلأ٠ُٝ حُيحثْ

 اٗ٘خء طْ ًُي، رؼي. ُ٘يٕ ك٢ حُٔي٣٘ش أٓٞحٍ
 ُ٘يٕ، ٓي٣٘ش كٍٞ أًؼَ حُٔٔخٍف ٖٓ حُؼي٣ي

 ك٤ٜخ أؿ٣َض حُظ٢ ؿِٞد َٓٔف ًُي ك٢ رٔخ
 حٍُٜٞس. )ٌٗٔز٤َ َٓٔك٤خص ٖٓ أًؼَ

 طْ ح١ٌُ حُٔظخٍ، َُِٔٔف حُظ٤ٟٞق ٣ظَٜ
 حَُٔٔف ػٖ رؼ٤يح ٓظَ ٕٓٓ كٞح٢ُ ر٘خإٙ

 (.ٌٗٔز٤َ َٓٔك٤خص ٖٓ حُؼي٣ي أ٠٣خ ٠٣ْٝ
 
 

 رؼي ػٔٞٓخً ر٤ُِ٘ضْ حلإ٤ِ٣ِحر٤ؼ٤ش حُٔٔخٍف
ِْ ْٖ ر٠َ٘. حلأ٢ِِٛ حَُٔٔفِ ط٤ٜٔ  حُو٘ذِ، ِٓ

 ٖٓ ٛلٞف ػلاػش ط٠ْ حُٔٔخٍف ٌٝٛٙ
 َٓفحُْ ٓٔخكش ٓغ ىحث١َ، ٌَٗ ك٢ حُٔوخػي

 .حُيحثَس ٖٓ ٝحكي ؿخٗذ ػ٠ِ
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The audience's seats and part of the stage 
were roofed, but much of the main stage and 
the area in front of the stage was open to the 
elements sun as rain. About 1,500 audience 
members could pay an extra fee to sit in the 
covered seating areas, while about 800 
"groundlings" (standing spectators) paid less to 
stand in the open area before the stage.  
 
 
    The stage itself was divided into three 
levels: a main stage area with doors at the rear 
and a curtained area in the back for "discovery 
scenes"; an upper, canopied (decorated cover 
with clothes) area called "heaven" for balcony 
scenes; and an area under the stage called 
"hell," accessed by a trap door in the stage. 
There were dressing rooms located behind the 
stage, but no curtain in the front of the stage, 
which meant that scenes had to flow into each 
other and "dead bodies" had to be dragged off.  
 
 
     Performances took place during the day, 
using natural light from the open center of the 
theater. Since there could be no dramatic 
lighting and there was very little scenery or 
props (The objects and furniture used in the 
play), audiences relied on the actors' lines and 
stage directions to supply the time of day and 
year, as well as the weather, location, and 
mood. Shakespeare's plays convey such 
information masterfully. In Hamlet, for 
example, the audience learns within the first 
ten lines of dialogue where the scene takes 
place ("Have you had quiet guard?"), what time 
of day it is ("'Tis now struck twelve"), what the 
weather is like ("'Tis bitter cold"), and what 
mood the characters are in ("and I am sick at 
heart").  

 َٓفحُْ ٖٓ ٝؿِء حُـٍٜٔٞ ٓوخػي ًٝخٗض
 حَُث٢ٔ٤ حَُٔٔف ٖٓ حٌُؼ٤َ ٌُٖٝ ُٓوّلخ،

ُؼٞحَٓ  ٓلظٞكخ ًخٕ َٓفحُْ أٓخّ ٝح٤ُ٘ٔوش
 أكَحى ٖٓ ٓٓ٘ٔ ١كٍٞ .حُْ٘ٔ ٝح٤َُٔ

 ُِـِّٞ اٟخك٤ش ٍّٓٞ ىكغ ٣ٌْٜٔ٘ حُـٍٜٔٞ
 ًخٕ ك٤ٖ ك٢ ، حُٔـ٤خس ؿِّٞحٍ أٓخًٖ ك٢

 ٓ٘خٛيٕٝ" )groundlings" 8ٓٓ كٞح٢ُ

 ٤٘ٓوش ك٢ ُِٞهٞف أهَ أؿٍٞح( ٝحهلٕٞ
 .حَُٔٔف ه٘زش أٓخّ ٓلظٞكش

 
 

:  مستىيبث ثلاثت إنى وفسه انمسرح ويقسم
 ك٢ حلأرٞحد ٓغ حَُث٢ٔ٤ حَُٔٔف ٤٘ٓوش

 ٓ٘خٛي" حُظَٜ ك٢ ٓظخثَ ٤٘ٓٝوش حُٔئهَّسِ
 ٓـ٤خس ٤٘ٓٝوش ، ٝحُؼ١ِٞ ،" حلاًظ٘خف

 د ٤ٔٓض حُٔلارْ طـ٤٤ش ٓغ ٣ُ٘ض)
 طلض ٤٘ٓٝوش ؛رَ٘كخص ُِٔ٘خٛي" ؿ٘شحٍ"

 ٣ٖٓيهَ ا٤ُٜخ  ،"حُـل٤ْ" ط٠ٔٔ حَُٔٔف
 ؿَف ٛ٘خى ًخٗض. حَُٔٔف ك٢ ٓل١َ رخد
 لا ٌُٖٝ ،حَُٔف ٍٝحء طوغ حُٔلارْ هِغ

 ٓٔخ ، حَُٔٔف ٖٓ حلأٓخ٢ٓ حُـِء ك٢ حُٔظخٍ
 ًَ ا٠ُ طظيكن ًخٗض حُٔ٘خٛي إٔ ٣ؼ٢٘

 ٓلذ ٖٓ ري لا ًٝخٕ ، حلأهَٟ" ؿؼغ"
 .هزخُش

 
 ًُٝي حُٜ٘خٍ، هلاٍ ٌٓخٕ حلأىحء حٓظـَم
 ٓلظٞف ًَِٓ ٖٓ ح٤ُز٤ؼ٢ ح٠ُٞء رخٓظويحّ
 ٛ٘خى ٣ٌٕٞ إٔ ٣ٌٖٔ أٗٚ ٝرٔخ. َُِٔٔف
 ؿيح حُو٤َِ ٛ٘خى ًٝخٕ حُيٍح٤ٓش، حلإٟخءس

 ٝحلأػخع حلأؿٔخّ) حُيػخثْ أٝ ٜٓ٘ي ٖٓ
ُٕ اػظٔيَ ،(حَُٔٔك٤ّشِ ك٢ حٓظؼِٔظخ  ُٓ٘خٛيٝ

 حَُٔٔك٤ش ٝحلإٍٗخىحص حُٔٔؼ٤ِٖ ه١ِٞ٤ ػ٠ِ
 ػٖ ك٠لا ٝحُٔ٘ش، ح٤ُّٞ ٖٓ حُٞهض ُظٞك٤َ
ََُ .ٝحُِٔحؽ ٝحُٔٞهغ، ح٤ُوْ  َٓٔك٤ّخصُ كْٔ

 ك٢ .رٜٔخٍس حُٔؼِٞٓخصِ ٌٛٙ ٓؼَ ٌٗٔز٤َ
 حُـٍٜٔٞ ٣ظؼِْ حُٔؼخٍ، ٓز٤َ ػ٠ِ ٛخِٓض،
 ك٤غ حُلٞحٍ ٖٓ حلأ٠ُٝ حُؼَ٘س كيٝى ٟٖٔ

 كخٍّ ُي٣ي ًخٕ َٛ)" ٣ليع حُٜٔ٘ي
 ٛٞ ح٤ُّٞ ٖٓ ٝهض أ١ ك٢ ،"( ٛخىثش؟

 ٓخ ،"( ػَ٘ حػ٢٘ ح٥ٕ َٟد' ط٤ْ)"
 ٝٓخ ،"( حُوخٍّ حُزَى' ط٤ْ)" ٓؼَ ح٤ُوْ
 ك٢ ٣َٓٞ ٝأٗخ)"  ك٢ ٢ٛ حلأكَف حُِٔحؽ
 "(. حُوِذ
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     One important difference between plays 
written in Shakespeare's time and those 
written today is that Elizabethan plays were 
published after their performances and 
sometimes even after their authors' deaths. 
The scripts were in many ways a record of what 
happened on stage during performances, 
rather than directions for what should happen. 
Actors were allowed to suggest changes to 
scenes and dialogue and had much more 
freedom with their parts than contemporary 
actors.  
 
A scene illustrative of such freedom occurs in 
Hamlet: a crucial passage revolves around 
Hamlet writing his own scene to be added to a 
play in order to ensnare (gain power over 
somebody by using dishonest means) his 
murderous uncle.  
 
 
     Shakespeare's plays were published in 
various forms and with a wide range of 
accuracy during his time. The discrepancies 
between versions of his plays from one 
publication to the next make it difficult for 
editors to put together authoritative editions 
of his works. Plays could be published in large 
anthologies in folio format (the First Folio of 
Shakespeare's plays contains 36 plays) or 
smaller quartos.  
 
 
Folios were so named because of the way their 
paper was folded in half to make a large 
volume. Quartos were smaller, cheaper books 
containing only one play. Their paper was 
folded twice, making four pages. In general, the 
First Folio is considered to be more reliable 
than the quartos.  

 ك٢ ًظذ ٌٗٔز٤َ َٓٔك٤خص ر٤ٖ ْٜٓ كخٍم
 َٗ٘ص حُظ٢ ح٤ُّٞ حٌُٔظٞرش ٝطِي ٙٝهض

 كظ٠ ٝأك٤خٗخ أىحثْٜ رؼي ٙح٤ُِحر٤ؼ٢ حَُٔك٤خص
 ك٢ حٌُظخرخص ًٝخٗض. أٛلخرٜخ ٝكخس رؼي

 ػ٠ِ كيع ٓخ ُظٔـ٤َ ح٤َُم ٖٓ حُؼي٣ي
 ٖٓ ريلا حلأىحء، هلاٍ حَُٔٔف ه٘زش

. ٣ليع إٔ ٣ـذ ٓخ ػ٠ِ حلاطـخٛخص
ِٔلٞح حُٔٔؼِٕٞ  ا٠ُ حُظـ٤٤َحصِ لاهظَحف ُٓ
ٍِ حُٔ٘خٛيِ َٕ ٝحُلٞح ًَخ ُٛٔخ ٝ ْ٘يَ  أًؼَ ك٣َشُ ػِ

َُ ْٖ رؤؿِحثِْٜ رٌؼ٤ ِٖ حُٔٔؼ٤ِٖ ِٓ ُٔؼخ٣َٛ  .حُ
 
 
 
 

 ٣ليع حُل٣َش ٌُٜٙ ط٤ٟٞل٢ ٜٓ٘ي ٝٛ٘خى
١ٍَُ : ٛخِٓض ك٢  كٍٞ كخْٓحٍ حُٔو٤غ ىُٝ

ٌْظذُ َِِٛٔض َٙ ٜٓ٘يَٙ ٣َ  ا٠ُ ٠٣ُخفَ ٢ٌُ حُوخ
a ًٔذ حُوٞس) حلإ٣وخع أؿَ ٖٓ َٓٔك٤ّش 

 ؿ٤َ ٝٓخثَ رخٓظويحّ ٗوٚ ٖٓ أًؼَ
 .حُوخطَ ػٔٚ( ٣َٗلش

 
 

 أٌٗخٍ ك٢ ٌٗٔز٤َ َٓٔك٤خص َٝٗ٘ص
 هلاٍ حُيهش ٖٓ ٝحٓؼش ط٤ٌِ٘ٚ ٝٓغ ٓوظِلش

 حلإٛيحٍحص ر٤ٖ حلاهظلاكخص. ٝؿٞىٙ كظَس
 أهَٟ ا٠ُ ٝحكي ٍٓ٘٘ٞ ٖٓ َٓٔك٤خطٚ ٖٓ

 ُٟٞغ حُٔل٣ٍَٖ ػ٠ِ حُٜؼذ ٖٓ طـؼَ
 َٗ٘ ٣ٌٖٝٔ. أػٔخُٚ ٖٓ ٓٞػٞهش ٣زؼخص ٓؼخ

 حٌُز٤َسِ حلأىر٤شِ حُٔوظخٍحص ك٢ حَُٔٔك٤خص
ٍَ حُِٔقَ ٣َلظ١ٞ) حُِٔقِ ٤ٛـشِ ك٢  حلأٝ

 أَٝ( َٓٔك٤ّش ٖٙ ٌٗٔز٤َ َُٔٔك٤ّخصِ
 .أٛـَ ٍرؼ٤ش ٛللخص

 
 
 

 حُظ٢ ح٣َ٤ُوش رٔزذ حُِٔلخص ًخٗض هي ٤ٔٓض
 كـْ ُـؼَ ٜٗقحٍ ك٢ ١ٞ٣ ٍٝهٜخ رٜخ طْ

 أٛـًَظذ  ًَخٗضْ حَُرؼ٤شحُٜللخص . ًز٤َ
. ٝحكيس َٓٔك٤ّشَ كو٢ طلظ١ٞ حُظ٢  ٝأٍهٚ

 ٖٓ ٣ـؼَ ٓٔخ َٓط٤ٖ، ٣ٞ٤ٓش ٍٝهظْٜ ًٝخٕ
 حُِٔق ٣ؼظزَ ٓٞٓخً،ع رٌَ٘. ٛللخص أٍرغ

ََ هخٓٞػٞ  حلأٍٝ ْٖ أًؼ  .حَُرؼ٤ش حُٜللخص ِٓ
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     Although Shakespeare's language and 
classical references seem archaic  (old) to many 
readers today, they were accessible to his 
contemporary audiences. His viewers came 
from all classes and his plays appealed to all 
kinds of sensibilities, from "highbrow" accounts 
of kings and queens to the "lowbrow" 
blunderings of clowns and servants. Even 
utterly tragic plays like King Lear or Macbeth 
contain a clown or fool to provide comic relief 
and to comment on the events of the play.  
 
     
     Audiences would also have been familiar 
with his numerous references to classical 
mythology and literature, since these stories 
were staples (an essential part) of the 
Elizabethan knowledge base. And yet, despite 
such a universal appeal, Shakespeare’s plays 
also expanded on the audience’s vocabulary. 
Many phrases and words that we use today—
such as "amazement," "in my mind's eye," and 
"the milk of human kindness," to name only a 
few—were coined by Shakespeare. His plays 
contain indeed a greater variety and number of 
words than almost any other work in the 
English language.  
 
 
About Macbeth :  
      Legend says that Macbeth was written in 
1605 or 1606 and performed at Hampton Court 
in 1606 for King James I and his brother-in-law, 
King Christian of Denmark. Whether it was first 
performed at the royal court or was performed 
at the Globe theatre, there can be little doubt 
that the play was intended to please the King, 
who had recently become the patron of 
Shakespeare's theatrical company. We note, 
for example, that the character of Banquo—

 ٝحَُٔحؿغ ٌٗٔز٤َ ُـش إٔ ٖٓ حَُؿْ ػ٠ِ
 حُؼي٣ي ػ٠ِ( حُوي٣ٔش) هي٣ٔش طزيٝ حٌُلا٤ٌ٤ٓش

 ؿٍٜٔٞٙ ٓظ٘خٍٝ ك٢ ًٝخٗٞح ح٤ُّٞ، حُوَحء ٖٓ
 ح٤ُزوخص ؿ٤ٔغ ٖٓ ٓ٘خٛي٣ٚ ؿخء. حُٔؼخَٛس

 أٗٞحع ؿ٤ٔغ ٝٗخٗيص َٝٓٔك٤خطٚ
 ٖٓ" حُٔظَكؼش" كٔخرخص ٖٓ حُلٔخ٤ٓخص،

 blunderings ا٠ُ ٝحٌُِٔخص حُِٔٞى

. حُويٓش ٝٓٞظل٢ حَُٜٔؿ٤ٖ ٖٓ" طخكٜش"
 أٝ ٤َُ حُِٔي ٓؼَ طٔخٓخ ٓؤٓخ٣ٝش كظ٠ ٣ِؼذ

 ُظوي٣ْ ٓـٕ٘ٞ أٝ َٜٓؽ ػ٠ِ طلظ١ٞ ٓخًزغ
 أكيحع ػ٠ِ ُِظؼ٤ِن ٝكٌخ٢ٛ حلإؿخػش

 .حَُٔٔك٤ش
 

 اٗخٍحطٚ ىٍح٣ش ػ٠ِ ًخٗٞح أ٠٣خ حُـٍٜٔٞ حٕ
 ٝحلأىد، حٌُلا٤ٌ٤ٓش حلأٓخ٤٣َ ٖٓ حُؼي٣ي ا٠ُ

 ؿِء) ٓظخرِِ ًخٗض حُوٜٚ ٌٛٙ إٔ ٝرٔخ
. حلإ٤ُِحر٤ؼ٢ حُٔؼَكش هخػيس ٖٓ( أٓخ٢ٓ
 ػخ٢ُٔ ٗيحء ٖٓ حَُؿْ ػ٠ِ ، ح٥ٕ ٝكظ٠

 أ٠٣خ ٌٗٔز٤َ ط٤ٓٞغ ٣ِؼذ حُوز٤َ، ٌٛح ٖٓ
 ًؼ٤َس ػزخٍحص. حُـٍٜٔٞ حُٔلَىحص ػ٠ِ

 ٓؼَ ح٤ُّٞ، ٗٔظويٜٓخ حُظ٢ ٝحٌُِٔخص
 ٖٓ حُل٤ِذ" ٝ ،"ػ٤ٖ ٢ً٘ٛ ك٢" ،"ًٍٛٞ"

 لا حُٔؼخٍ ٓز٤َ ػ٠ِ" حلإٗٔخٕ، ٤ُق
. ٌٗٔز٤َ هزَ ٖٓ ٤ٛـض ٝحُظ٢ حُلَٜ،

 ٓـٔٞػش أًزَ حُٞحهغ ك٢ طظ٠ٖٔ َٓٔك٤خطٚ
 آهَ ػَٔ أ١ ٖٓ حٌُِٔخص ٖٓ ٝػيى ٓظ٘ٞػش
 .حلإٗـ٣ِ٤ِش حُِـش ك٢ طو٣َزخ

 
 
 
 

 : ٓخًزغ كٍٞ
 ك٢ ٌٓظٞرش ًخٗض حٕ حلا٤ٍٓٞس طوٍٞ       
 ك٢ ٝأؿَٟ ،ٙٓٙٔ أٝ ٘ٓٙٔ ٓخًزغ

 حُِٔي ػٖ ٙٓٙٔ ك٢ ًٍٞص ٛخٓزظٕٞ
 حُِٔي حُوخٕٗٞ، ك٢ ٝٗو٤وٚ حلأٍٝ ؿ٤ْٔ

 لأٍٝ ٣ئى٣ٜخ ًخٕ اًح. حُيٗٔخٍى ك٢ ح٤ُٔٔل٢
 َٓٔف ك٢ أٗـِ أٝ ح٢ٌُِٔ حُي٣ٞحٕ ك٢ َٓس

 إٔ ك٢ ٗي ٛ٘خى ٣ٌٕٞ إٔ ٣ٌٖٝٔ ؿِٞد،
 ح١ٌُ حُِٔي، لاٍٟخء َُٔٔك٤ٚح ٖٓ حُوٜي

 ٍحػ٢ حلأه٤َس ح٥ٝٗش ك٢ أٛزق هي ًخٕ
 ػ٠ِ ٝٗلاكظ،. حَُٔٔك٤ش ٌٗٔز٤َ ًَٗش
  -رخٌٗٞ ٗو٤ٜش إٔ حُٔؼخٍ، ٓز٤َ
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the legendary root of the Stuart family tree—is 
depicted very favorably. Like Banquo, King 
James was a Stuart. The play is also quite short, 
perhaps because Shakespeare knew that James 
preferred short plays. And the play contains 
many supernatural elements that James, who 
himself published a book on the detection and 
practices of witchcraft, would have 
appreciated. Even something as minor as the 
Scottish defeat of the Danes may have been 
omitted to avoid offending King Christian.  
 
 
      The material for Macbeth was drawn from 
Raphael Holinshed's Chronicles of England, 
Scotland, and Ireland (1587). Despite the play’s 
historical source, however, the play is generally 
classified as tragedy rather than a history. This 
derives perhaps from the fact that the story 
contains many historical fabrications—
including the entire character of Banquo, who 
was invented by a 16th-century Scottish 
historian in order to validate the Stuart family 
line.  
 
 
In addition to such fictionalization, 
Shakespeare took many liberties with the 
original story, manipulating the characters of 
Macbeth and Duncan to suit his purposes. In 
Holinshed's account, Macbeth is a ruthless and 
valiant leader who rules competently after 
killing Duncan, whereas Duncan is portrayed as 
a young and soft-willed man. Shakespeare  
raws out certain aspects of the two characters 
in order to create a stronger sense of polarity. 
Whereas Duncan is made out to be a venerable 
and kindly older king, Macbeth is transformed 
into an indecisive and troubled young man who 
cannot possibly rule well.  

 حُؼخثِش، ٗـَس ُِٔظ٤ٞحٍص حلأ١ٍٞ٤ٓ حُـٌٍ
 رخٌٗٞ، ٓؼَ. ُِـخ٣ش ا٣ـخر٢ رٌَ٘ ٣ٝظَٜ
 َٓٔك٤ش. ٝٓظ٤ٞحٍص ؿ٤ْٔ حُِٔي ًٝخٕ

 ٌٗٔز٤َ إٔ ٣ؼِْ لأٗٚ أ٠٣خ، ؿيح ه٤َٜس
 ُٝؼذ. حُٔل٠َ ه٤َٜس ؿ٤ْٔ ٣ِؼذ ٍرٔخ

 ٖٓ ػ٘خَٛ ػ٠ِ ٣لظ١ٞ هخٍم ٖٓ حُؼي٣ي
 َٗ٘ص ٗلٔٚ ٛٞ ح١ٌُ ؿ٤ْٔ، طويٍ إٔ ٗؤٜٗخ
 هي. حُٔلَ ٝٓٔخٍٓخص حٌُ٘ق ػٖ ًظخرخ
 ٣ِٛٔش ًٔخ ٣ل٤لش ٢ٗء كظ٠ ٣ٌٕٞ

 ُظلخى١ كٌكض حُي٤٤ًَٖٔٗ ٖٓ حلآٌظِ٘ي١
 .٤ٔٓل٢ ُِِٔي حلآخءس

 
 
 

 ٓـلاص ٖٓ ُٔخًزغ ٓٞحى ٟٝؼض ٝهي
 ٝحٌٓظِ٘يح، حٌِٗظَح ٖٓ Holinshed ٍحكخث٤َ

 ٜٓيٍ ٖٓ حَُؿْ ػ٠ِ(. 87٘ٔ) ٝح٣َُ٘يح
 طٜ٘ق ًُي، ٝٓغ حُظخ٣ٍو٤ش، حَُٔٔك٤ش

 حُظخ٣ٍن ٖٓ ريلا حُٔؤٓخس ًٔخ حُِؼذ ػٔٞٓخ
 حُوٜش إٔ كو٤وش ٖٓ ٗخرغ ٌٛح ٍرٔخ. ًخٕ

 حلاكظَحءحص ٖٓ حُؼي٣ي ػ٠ِ طلظ١ٞ
 رخٌٗٞ ًخَٓ حُلَف ًُي ك٢ رٔخ حُظخ٣ٍو٤ش،

 حُوَٕ ك٢ حٌٓظِ٘ي٣ش ٓئٍم حهظَػٜخ ح١ٌُ
 ػخثِش ه٢ ٛلش ٖٓ حُظلون أؿَ ٖٓ ٙٔ

 .ٓظ٤ٞحٍص
 
 
 

 ،fictionalization ٌٛٙ ا٠ُ رخلإٟخكش

 حُوٜش ٓغ ٌٗٔز٤َ حُل٣َخص ٖٓ حُؼي٣ي ٗـَ
 ٓخًزغ ٖٓ ٗو٤ٜخص ٝحُظلاػذ حلأ٤ِٛش،

 كٔخد ك٢. أؿَحٟٚ ُظ٘خٓذ ٝىٌٗخٕ
Holinshed، لا ح١ٌُ حُِػ٤ْ ٛٞ ٝٓخًزغ 

 هظَ حٕ رؼي رـيحٍس حُوٞحػي ٝحُزخِٓش ٣َكْ،
 ً٘خد ٣ٍٜٞ ىٌٗخٕ ك٤ٖ ك٢ ىٌٝٗخٕ،
 ؿٞحٗذ ٖٓ حُيرَس ٌٗٔز٤َ. ٤ُ٘ش ٝحلاٍحىس

 أهٟٞ ٗؼٍٞ هِن أؿَ ٖٓ كَك٤ٖ ٖٓ ٓؼ٤٘ش
 ٤ٌُٕٞ ىٌٗخٕ ٣َٛي ك٤ٖ ك٢. ه٤ز٤ش ٖٓ

 حُظٌَّ، ٝأهيّ ، رخلاكظَحّ طلظ٠ ٌِٓخ
 ٤٠َٓرش ٗخرش ٓخًزغ ٍؿَ ا٠ُ ٣ظلٍٞ
 ٍرٔخ حُلٌْ ٣ٔظ٤٤ؼٕٞ لا ٝح٣ٌُٖ كخْٓ
 .أ٠٣خ

 



DewDrop 

DewDrop 
 

     Macbeth is certainly not the only play with 
historical themes that is full of fabrications. 
Indeed, there are other reasons why the play is 
considered a tragedy rather than a history. One 
reason lies in the play's universality. Rather 
than illustrating a specific historical moment, 
Macbeth presents a human drama of ambition, 
desire, and guilt. Like Hamlet, Macbeth speaks 
soliloquies that articulate the emotional and 
intellectual anxieties with which many 
audiences identify easily. For all his lack of 
values and "vaulting ambition," Macbeth is a 
character who often seems infinitely real to 
audiences. This powerful grip on the audience 
is perhaps what has made Macbeth such a 
popular play for centuries of viewers.  
 
 
     Given that Macbeth is one of Shakespeare's 
shortest plays, some scholars have suggested 
that scenes were excised (removed) from the 
Folio version and subsequently lost. There are 
some loose ends and non-sequiturs* in the text 
of the play that would seem to support such a 
claim. If scenes were indeed cut out, however, 
these cuts were most masterfully done. After 
all, none of the story line is lost and the play 
remains incredibly powerful without them.  
 
In fact, the play's length gives it a compelling, 
almost brutal, force. The action flows from 
scene to scene, speech to speech, with a 
swiftness that draws the viewer into Macbeth's 
struggles. As Macbeth's world spins out of 
control, the play itself also begins to spiral 
towards to its violent end. 
 
A non-sequitur :  is a statement, remark, or 
conclusion that does not follow naturally or 
logically from what has been said. 

 ٓغ ُؼذ كو٢ ٤ُْ رخُظؤ٤ًي ٛٞ ٓخًزغ
 ٖٓ حٌُخَٓ ٛٞ حُظ٢ حُظخ٣ٍو٤ش حُٟٔٞٞػخص

 أهَٟ أٓزخد ٛ٘خى حُٞحهغ، ك٢. حكظَحءحص
 حُظخ٣ٍن ٖٓ ريلا ٓؤٓخس َٓٔك٤ش طؼظزَ ُٔخًح
 ػخ٤ُٔظٜخ ك٢ ٣ٌٖٔ ٝحكي ٓزذ. ًخٕ

 ُلظش طٟٞق إٔ ٖٓ ريلا. حَُٔٔك٤ش
 ٓخًزغ َٓٔك٤ش ٣ٝؼَٝ ٓليىس، طخ٣ٍو٤ش
 ٝحُ٘ؼٍٞ ، ٝحَُؿزش ح٤ُٔٞف، حلإٗٔخٕ
 حُٔ٘خؿخس ٣ظليع ٓخًزغ ٛخِٓض، ٓؼَ. رخٌُٗذ

 حُؼخ٣ل٢ حُوِن ٓ٘خػَ ػٖ حُظؼز٤َ إٔ
 حُظؼَف ًؼ٤َس ؿٔخ٤َٛ ح١ٌُ ٝحُل١ٌَ
 ح٤ُٔٞف"ٝ حُو٤ْ ؿ٤ٔغ لاكظوخٍٙ. رُٜٔٞش

 ًؼ٤َ ك٢ ٣زيٝ ح١ٌُ ح٤ُخرغ ٛٞ ٓخًزغ" حػذ،
. كيٝى رلا ُِـٔخ٤َٛ حُلو٤و٤ش حلأك٤خٕ ٖٓ
 ٓخ ٍٝرٔخ حُـٍٜٔٞ ػ٠ِ ه٣ٞش هز٠ش ٌٛح

 ٓيٟ ػ٠ِ حُ٘ؼز٢ ٓخًزغ َٓٔك٤ش ٌٛٙ ؿؼَ
 .حُٔ٘خٛي٣ٖ ٖٓ هَٕٝ

 
 

 أهَٜ ٖٓ ٝحكيس ٢ٛ ٓخًزغ إٔ ا٠ُ ٝرخُ٘ظَ
 رؼٞ حهظَف ٝهي ٌٗٔز٤َ، َٓٔك٤خص

 ٖٓ( اُحُش) حٓظزؼيص حُٔ٘خٛي إٔ حُؼِٔخء
 رؼٞ ٛ٘خى. ًُي رؼي ٟٝخػض ك٤ُٞٞ ٗٔوش

 ك٢ حُوخ٣جش حُ٘ظخثؾ ؿ٤َ* ٝ حُؼخُوش حلآٍٞ
 ُيػْ طزيٝ إٔ ٗؤٜٗخ ٖٓ حُظ٢ حَُٔٔك٤ش ٗٚ
 حُٞحهغ، ٖٓ ٓ٘خٛي ه٤غ طْ اًح. ح٤ُٔخُزش ٌٛٙ
 حُظول٠٤خص ٌٛٙ ٓؼظْ كبٕ ًُي، ٝٓغ

 كويحٕ ٣ظْ ٢ٗء، ًَ رؼي. رٚ حُو٤خّ رزَحػش
 ه٣ٞش طِحٍ لا ٝحَُٔٔك٤ش حُوٜش ه٢ ٖٓ أ١

 .ريٜٝٗخ ٣ٜيم لا رٌَ٘
 

 هخَٛس، ٣ؼ٤٤ٜخ حَُٔٔك٤ش ٣ٍٝٞ حُٞحهغ، ك٢
 ٜٓ٘ي ٖٓ ٣٘زغ حُؼَٔ. ٝحُوٞس ، طو٣َزخ ٝك٤٘ش

 حَُٔػش ٓغ حٌُلاّ، ػ٠ِ ٝحٌُلاّ ٜٓ٘ي، ا٠ُ
. حَُٜحػخص ٓخًزغ ح٠ُ حُٔ٘خٛي طٞؿٚ حُظ٢
 ٤ٗخم هخٍؽ ٣يٍٝ حُؼخُْ ٓخًزغ ًٔخ

 ىٝحٓش ا٠ُ أ٠٣خ ٗلٜٔخ حُِؼذ ٣ٝزيأ ح٤٤َُٔس،
 .ػ٤٘لش ُٜ٘خ٣ظٜخ أؿَ ٖٓ

 
 أٝ حُٔلاكظش، ر٤خٕ، ٛٞ :هخ٣جش ٗظ٤ـش أ١

 ٤٘ٓو٤خ أٝ ٣ز٤ؼ٤خ ٣ظزغ لا إٔ ٓلخىٙ حٓظ٘ظخؽ
 .ه٤َ ٓخ ٖٓ

 حلآظٔخع
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Lecture 11 

Christopher Marlowe & The Professional Playwrights 

انفىيت انمسرح وكتبة مبرنى كريستىفر    
 

•   The first English plays told religious stories,  
and were performed in or near churches. These 
early plays are called  Miracle or Mystery Plays 
and Morality plays. The subject of Miracle plays  
is various such as Adam and Eve, Noah and the 
great flood. The Morality plays are different 
from the Miracle plays in the sense that the 
characters in them were not people but 
abstract values such as virtues (like truth) or 
bad qualities such as greed or revenge. 
 
 •    The religious plays contain comic , and 
mundane interludes and these were provided 
with demonic and grotesque figures behaving 
in a buffoonish manner, gambolling about and 
letting off fireworks. There is some connection 
between these “characters” who ran clowning 
among the audience. From this the English 
Renaissance and modern drama sprang. 
 
 Comedy was better than tragedy. There were 
many playwrights,  but Christopher Marlowe 
outshined them all. 
 
 
 
    The first generation of professional 
playwrights in England has become known 
collectively as the university wits. Their 
nickname identifies their social positions, but 
their drama was primarily middle class, 
patriotic, and romantic. Their preferred 
subjects were historical or semi-historical, 
mixed with clowning, music, and love interest. 
 

 حلأ٠ُٝ حلإٗـ٣ِ٤ِشُ حَُٔٔك٤ّخصُ أهزَصْ*  
ُٚ َْد أَٝ ك٢ ٝأى٣ّضْ ى٤٘٣شُ، هٜ ِْ هُ . ً٘خث

ٌَّسِ حَُٔٔك٤ّخصِ ٌٛٙ  َٓٔك٤ّخصَ طَيْػٞ حُٔز
َِ . هلاه٤شَحلأ ٝحَُٔٔك٤خص حُٔؼـِسَ أَٝ حُِـ

ّٕ  ُٓوْظَِِقُ حُٔؼـِحص طٔؼ٤ِ٤خصِ ٟٓٞٞعَ ا
ّٕ. حُؼظ٤ْ ٝحُل٠٤خٕ ٗٞف ٝكٞحء، آىّ ٓؼَ  ا

 طٔؼ٤ِ٤خصِ ػٖ ٓوظِلش حلأهلاه٤شَ حَُٔٔك٤خص
 ٓخ ك٤ْٜ حلأٗوخٙ إٔ رٔؼ٠٘ حُٔؼـِحص

َّ ًَخٗٞح َْ ٌُٖ ٗخ َّىسَ حُو٤َِ ُٔـ  ك٠خثَ ٓؼَ حُ
 ح٤ُٔغِ ٓؼَ ٤ٓجش ٗٞػ٤خص أَٝ( حُلو٤وشِ ٓؼَ)

 .حلاٗظوخّ أَٝ
 

 ٍٛٞ ٓـِش حُي٤٘٣شُ حَُٔٔك٤ّخصُ كظ١ٞ
 ًَخٗضْ ٌٝٛٙ ى٣ٞ٤ٗش ٝكٞحَٛ ٓظلًَشُ،

ّٞٛشِ ح٤٤ُ٘خ٤ٗشِ ر٘و٤ٜٚ ٓـِٜس  ٝحُٔ٘
َّفُ  ، َٜٓؽ طو٣َزخً أِٓٞد ك٢ طَظٜ

gambolling ٍٞحلاُؼخد ٝحُٔٔخف ك 

" حُ٘و٤ٜخص" ٌٛٙ ر٤ٖ ِٛش ٛ٘خى. حُ٘خ٣ٍش
 ٣٘زغ. حُـٍٜٔٞ ر٤ٖ ط٣َٜؾ ٣ي٣َ ًخٕ ح١ٌُ
 .ٝحُلي٣ؼش حلاٗـ٣ِ٤ِش ح٠ُٜ٘ش حُيٍحٓخ ٌٛٙ ٖٓ

 
 ٛ٘خى. حُٔؤٓخس ٤ًٓٞي٣خ ٖٓ أك٠َ ًٝخٕ
 ٌُٖٝ حَُٔٔك٤٤ٖ، حٌُظخد ٖٓ حُؼي٣ي

 .ؿ٤ٔؼخ ُْٜ أٝط٘خ٣٘ي ٓخٍُٞ ٣ًَٔظٞكَ
 
 
 

 انفىيت انفئت مه الأول انجيم
 اٌِٗظَح ك٢ حَُٔٔك٤٤ٖ حٌُظخد ٣ؼَف أٛزق

 ٣ليى ُوزٜخ. ًـخٓؼش حًٌُخءرٌَ٘ ؿٔخػ٢ 
 حُظ٢ حُيٍحٓخ ٌُٖٝ ، حلاؿظٔخػ٤ش ٓٞحهؼٜخ

 حُٔظ٤ٓٞش ح٤ُزوش حلأٍٝ حُٔوخّ ك٢ ًخٗض
 حُٟٔٞٞػخص ًٝخٗض. ٍٝٝٓخ٤ٔٗش ٢٘٣ٝ،

 طخ٣ٍو٤ش، ٗزٚ أٝ طخ٣ٍو٤ش ٣ل٠ِٜٞٗخ حُظ٢
 ٜٓظْٝ ٝط٣َٜؾ، ، ح٤ُٓٞٔو٠ ٓغ ٓوظ٤ِش

 .حُلذد
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      Marlowe wrote many great sophisticated 
plays. For instance,  in Tamburlaine the Great 
(two parts, published 1590) and Edward II 
(c.1591; published 1594), traditional political 
orders are overwhelmed by conquerors and 
politicians who ignore the boasted legitimacy 
of weak kings; The Jew of Malta (c. 1589; 
published 1633) studies the man of business 
whose financial sharpness of mind and trickery 
give him unrestrained power; The Tragical 
History of Dr. Faustus (c. 1593; published 1604) 
depicts the overthrow of a man whose learning 
shows little regard for his own Christianity. The 
main focus of all these plays is on the 
uselessness of society‘s moral sanctions 
(medieval spirit) against pragmatic, amoral will 
(renaissance spirit). 
 
 
 
 
 
 
    They patently address themselves to the 
anxieties of an age being transformed by new 
forces in politics, commerce, and science; 
indeed, the sinister, ironic prologue to The Jew 
of Malta is spoken by Machiavelli. In his own 
time Marlowe was damned because his plays 
remain disturbing and because his verse makes 
theatrical presence into the expression of 
power, enlisting the spectators‘ sympathies on 
the side of his gigantic villain-heroes. His plays 
thus present the spectator with dilemmas that 
can be neither resolved nor ignored, and they 
articulate exactly the divided consciousness of 
their time (conflict between the medieval and 
renaissance values).  
 
 

 ط٤ٍٞح ٓخٍُٞ حَُٔٔك٤خص ٖٓ حُؼي٣ي ًظذ
 ك٢ حُٔؼخٍ، ٓز٤َ ػ٠ِ. ًز٤َح

Tamburlaine ؿِث٤ٖ،) حٌُز٤َ حُؼخ٢ٗ 

 َٗ٘ ؛c.1591) ٝاىٝحٍى( 9ٓ٘ٔ َٗ٘ص

 حُظو٤ِي٣ش ح٤ُٔخ٤ٓش أٝحَٓ ٣ٝـض ،(9ٗ٘ٔ
 ٣ظـخِٕٛٞ ح٣ٌُٖ ٝح٤ُٔخ٤٤ٖٓ حُـِحس هزَ ٖٓ

 ٣ٜٝٞى١ ٟؼلخء، ِٓٞى طزخ٠ٛ َٗػ٤ش
( ٖٖٙٔ َٗ٘ص ؛89٘ٔ.  ؽ) ٓخ٤ُش

 كيس ٓخ٤ُش ح١ٌُ حلأػٔخٍ ٍؿَ ىٍحٓخص
 حُـخٓلش، حُوٞس طٔ٘لٚ ٝحُويحع حُؼوَ

( ؽ) كخٝٓض ُِيًظٍٞ حُٔؤٓخ١ٝ ٝحُظخ٣ٍن
 ٍؿَ ٓو١ٞ ٣ٍٜٞ( ٗٓٙٔ َٗ٘ص ؛9ٖ٘ٔ

 ح٤ُٔٔل٤ش ُٚ ٍ حلاػظزخٍ ٖٓ ه٤َِ ٣ظَٜ طؼِْ
 ٌٛٙ ُـ٤ٔغ حَُث٢ٔ٤ حُٔلٍٞ. حُوخٛش

 حُؼوٞرخص ؿيٟٝ ػيّ ػ٠ِ حَُٔٔك٤خص
( ح٠٤ُٓٞ حُوَٕٝ ٍٝف) ُِٔـظٔغ حلأهلاه٢

 (.ح٠ُٜ٘ش ٍٝف) أهلاه٢ ػ٢ِٔ ٍؿٔخ،
 
 
 
 
 
 
 
 

 ٖٓ حُوِن ح٠ُ حٗلْٜٔ حْٜٗ ٝحٟق ػ٘ٞحٕ
 ؿي٣يس هٞحص هزَ ٖٓ طل٣ِٜٞخ ٣ـ١َ ػَٜ

 ٛٞ رَ ٝحُؼِّٞ، ، ٝحُظـخٍس ح٤ُٔخٓش، ك٢
 ٤ُِٜٞى١ حُٔو٣َش ٓويٓش ٣ََٗٝس، ٣ظليع
 ًخٕ ٗلٔٚ حُٞهض ك٢. ٤ٌٓخك٢ِ٤ حُظ٢ ٓخ٤ُش
 ٓؼ٤َس طِحٍ لا َٓٔك٤خطٚ لإٔ حُِؼ٤٘ش ٓخٍُٞ
 َٓٔك٤ش ك٠ٍٞ ٣ـؼَ ٗؼَٙ ٝلإٔ ُِوِن،

 طؼخ٣ق ٝك٘ي ، ح٤ُِٔش ػٖ حُظؼز٤َ ك٢
 ػٔلاهش ٛخكذ حُـخٗذ ػ٠ِ حُٔ٘خٛي٣ٖ

 ٝرخُظخ٢ُ حُلخ٢ُ َٓٔك٤خطٚ. ح٣ََُ٘ حلأر٤خٍ
 كِٜخ ٣ٌٖٔ لا حُظ٢ حُٔؼ٠لاص ٓغ حُٔ٘خٛي

 حُٞػ٢ رخ٠ُز٢ طؼزَ ٝأٜٗخ طـخِٜٛخ، ٝلا
 حُؼٍٜٞ ه٤ْ ر٤ٖ حَُٜحع) ٝهظْٜ ٖٓ ٓؤٔش

 (.ح٠ُٜ٘ش ٝػَٜ ح٠٤ُٓٞ
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       There is a similar effect in The Spanish 
Tragedy (c. 1591) by Marlowe‘s friend Thomas 
Kyd, an early revenge tragedy in which the 
hero seeks justice for the loss of his son but, in 
an unjust world, can achieve it only by taking 
the law into his own hands. Kyd‘s use of 
Senecan conventions (notably a ghost 
impatient for revenge) in a Christian setting 
expresses a genuine conflict of values, making 
the hero‘s success at once triumphant and 
horrifying. Doctor Faustus represents this 
conflict  par excellence. 
 
 
Doctor Faustus : 
     Doctor Faustus, a well-respected German 
scholar, grows dissatisfied with the limits of 
traditional forms of knowledge—logic, 
medicine, law, and religion—and decides that 
he wants to learn to practice magic. His friends 
Valdes and Cornelius instruct him in the black 
arts, and he begins his new career as a 
magician by summoning up Mephostophilis, a 
devil. Despite Mephastophilis’s warnings about 
the horrors of hell, Faustus tells the devil to 
return to his master, Lucifer, with an offer of 
Faustus’s soul in exchange for twenty-four 
years of service from Mephastophilis. 
Meanwhile, Wagner, Faustus’s servant, has 
picked up some magical ability and uses it to 
press a clown named Robin into his service. 
 
 
      Mephastophilis returns to Faustus with 
word that Lucifer has accepted Faustus’s offer. 
Faustus experiences some misgivings and 
wonders if he should repent and save his soul; 
in the end, he agrees  to sign the contract with 
his blood.  
 

 ٢ٓ) حلآزخ٤ٗش ٓؤٓخس ك٢ ٓٔخػَ طؤػ٤َ ٛ٘خى
 طٞٓخّ ٛي٣ن ٓخٍُٞ ًظزٜخ حُظ٢( 9ٔ٘ٔ

 ح١ٌُ ٖٓ ٓزٌَ ٝهض ك٢ حلاٗظوخّ ٓؤٓخس ٤ًي،
 ك٢ ٌُٖٝ حر٘ٚ، كويحٕ ػٖ حُؼيحُش ر٤َ ٣ٔؼ٠
 ٣َ٣ن ػٖ الا طلو٤وٚ ٣ٌٖٔ لا ظخُْ، ػخُْ
 ٖٓ ٤ًي حٓظويحّ. ر٤ي٣ٚ حُوخٕٗٞ أهٌ

 حُٜزَ ػ٠ِ ٤ٓٔخ لا) Senecan حلاطلخه٤خص

 ػٖ ٣ؼزَ ح٤ُٔٔل٢ ٟٝغ ك٢( ٗزق ُلاٗظوخّ
 ٗـخف ٣ـؼَ ٓٔخ حُو٤ْ، ٖٓ كو٤و٢ َٛحع
. َٝٓػذ ٝحكيس َٓس ٓ٘ظَٜح ك٢ حُز٤َ

 .رخٓظ٤خُ حَُٜحع ٌٛح ٣ٔؼَ كخٝٓض ح٤ُز٤ذ
 
 
 
 

 : ح٤ُز٤ذ كخٝٓض
 رخكغ ٝٛٞ كخٝٓض، ىًظٍٞ ٓٔظخء ٣٘ٔٞ      
 حلأٌٗخٍ كيٝى ٓغ حلأُٔخ٤ٗش، رخكظَحّ ٣لظ٠

 ٝحُوخٕٗٞ، ٝح٤ُذ حُٔؼَكش ٤ُِ٘ٔن حُظو٤ِي٣ش
 ُٔٔخٍٓش ٣ظؼِْ إٔ ٣َ٣ي أٗٚ ٣ٝوٍَ ٝحُي٣ٖ،
 أَٓطٚ ٤ِ٤ًٍّٗٞٝٞ كخُي٣ِ حٛيهخثٚ. حُٔلَ

 ٓ٘ٞحٍٙ ٣زيأ ٝحٗٚ ، حُٔٞىحء حُلٕ٘ٞ ك٢
 رخُظٔـ٤َ رخٓظيػخء حُٔخكَ رخػظزخٍٙ حُـي٣ي

Mephostophilis، ٕحَُؿْ ػ٠ِ. ٤٤ٗٝخ 

 كٍٞ Mephastophilis حُظل٣ٌَحص ٖٓ

 ُِؼٞىس ح٤٤ُ٘خٕ ٣وٍٞ كخٝٓض حُـل٤ْ، أٛٞحٍ
 ٍٝف ٖٓ ػَٝ ٓغ ٤ُٓٞلَ، ٤ٓيٙ، ا٠ُ

 ٖٓ حُويٓش ٖٓ ػخٓخ ٕٗ ٓوخرَ ك٢ كخٝٓض
Mephastophilis. 

 هخىٓخ ٝحؿَ٘، حهظخٍ ، حهَٟ ٗخك٤ش ٖٝٓ
 ٝحٗٚ حُٔل٣َش، حُويٍس ٝرؼٞ كخٝٓض،
 ك٢ ٍٝرٖ ٣يػ٠ َٜٓؽ ػ٠ِ ٠ُِـ٢ ٣ٔظويّ
 .هيٓظٚ

 
 

 ٓغ كخٝٓض Mephastophilis ا٠ُ ػٞىس

. ٍ كخٝٓض ٤ُٓٞلَ حُؼَٝ هزِض حُظ٢ حٌُِٔش
 ػٔخ ٣ٝظٔخءٍ حٌُ٘ٞى رؼٞ طـخٍد كخٝٓض

 ك٢ ٍٝكٚ؛ ٝكلظ حُظٞرش إٔ ٣٘زـ٢ ًخٕ اًح
 طٞه٤غ ػ٠ِ ٣ٞحكن حٗٚ ٝهخٍ ح٤ُٔخف، ٜٗخ٣ش
 .ىٓٚ ٓغ حُؼوي
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As soon as he does so, the words “Homo fuge,” 
Latin for “O man, fly,” appear branded on his 
arm. Faustus again has second thoughts, but 
Mephostophilis gives him rich gifts and a book 
of spells to learn. Later, Mephastophilis 
answers all of his questions about the nature of 
the world, refusing to answer only when 
Faustus asks him who made the universe. This 
refusal prompts yet another round of 
misgivings in Faustus, but Mephastophilis and 
Lucifer bring in personifications of the Seven 
Deadly Sins to convince Faustus, and he is 
impressed enough to quiet his doubts. 
 
 
     Armed with his new powers and attended 
by Mephastophilis, Faustus begins to travel. He 
goes to the pope’s court in Rome, makes 
himself invisible, and plays a series of tricks. He 
disrupts the pope’s banquet by stealing food 
and boxing the pope’s ears. Following this 
incident, he travels through the courts of 
Europe, with his fame spreading as he goes. 
 
 Eventually, he is invited to the court of the 
German emperor, Charles V (the enemy of the 
pope), who asks Faustus to allow him to see 
Alexander the Great, the famed fourth-century 
b.c. Macedonian king and conqueror. Faustus 
conjures up an image of Alexander, and Charles 
is suitably impressed. A knight makes fun of 
Faustus’s powers, and Faustus punishes him by 
making antlers (bony horns) coming from his 
head. Furious, the knight vows revenge. 
 
 
      Meanwhile, Robin, Wagner’s clown, has 
picked up some magic on his own, and with his 
fellow, Rafe, he starts a number of comic 
misadventures.   

 ػزخٍس طظَٜ ٝٛلض ًُي، ٣لؼَ إٔ رٔـَى
"fuge ٞٓٞٛ "٤٤٣َٝ، ٍؿَ، ٣خ" حُلاط٤٘٤ش "

 ػخ٤ٗش، أكٌخٍ أهَٟ َٓس كخٝٓض. ًٍحػٚ ػ٠ِ
ٌُٖٝ Mephostophilis ٚحُٜيح٣خ ٣ؼ٤٤ 

 ٝهض ك٢. ُِظؼِْ ٗٞرخص ٖٓ ًٝظخد حُـ٤٘ش
 ػ٠ِ حلإؿخرخص Mephastophilis لاكن،

 ٍحك٠خ حُؼخُْ، ٣ز٤ؼش ػٖ ُٚ حلأٓجِش ًَ
 ح١ٌُ كخٝٓض ٓ٘ٚ ٤٣ِذ ػ٘يٓخ الا حلإؿخرش

 ؿُٞش رؼي حَُكٞ ٌٛح ٤٣خُزي. حٌُٕٞ ؿؼَ
 ٌُٖٝ كخٝٓض، ك٢ حٌُ٘ٞى ٖٓ أهَٟ

Mephastophilis ْطلو٤ن ك٢ ٝار٤ِ 

 لإه٘خع حُٔزغ ح٤ُٔٔظش حُو٤خ٣خ ٖٓ حُظـ٤ٔي
 ًٌُ٘ٞٚ حٌُلخ٣ش ك٤ٚ رٔخ ٝأػـذ كخٝٓض،

 .ٛخىثش
 
 

 ٝك٠َٙ حُـي٣يس ٤ِٓخطٚ ٓغ حُِٔٔلش
Mephastophilis، حُٔلَ ٣زيأ كخٝٓض .

 ٣ٝـؼَ ٍٝٓخ، ك٢ حُزخرخ ٓلٌٔش ا٠ُ ٣ٌٛذ
. حُل٤َ ٖٓ ِِٓٔش ٝطِؼذ َٓث٢، ؿ٤َ ٗلٔٚ

 َٓهش ٣َ٣ن ػٖ حُزخرخ ٓؤىرش ٣ؼ٤َ حٗٚ
 ٝك٢. حُزخرخ آًحٕ ٝحُٔلأًش حُـٌحث٤ش حُٔٞحى
 ػٖ ٣٘ظوَ حٗٚ ٝهخٍ حُلخىع، ٌٛح أػوخد
 َٜٗطٚ ٓغ أٍٝٝرخ، ك٢ حُٔلخًْ ٣َ٣ن
 .٣ٌٛذ ًٔخ ط٘ظَ٘

 
 ٓلٌٔش ا٠ُ ىػٞطٚ ٛٞ ح٤ُٔخف، ٜٗخ٣ش ك٢

 حُؼيٝ) حُوخْٓ ٗخٍٍ حلأُٔخ٢ٗ، حلإٓزَح٣ٍٞ
 إٔ ُٚ ُِٔٔخف كخٝٓض ٣ٔؤٍ ح١ٌُ ،(حُزخرخ ٖٓ

 حُوَٕ ك٢ ح٤َُٜ٘ ، حلاًزَ حلآٌ٘يٍ ٣َٟ
. ٝحُلخطق حُِٔي حُٔوي٤ٗٝش ح٤ُٔلاى هزَ حَُحرغ

 حلآٌ٘يٍ، ٍٛٞس طٔظل٠َ كخٝٓض
 ٖٓ ٣ٔوَ ٝكخٍّ. ط٘خٍُِ ٓ٘خٓزش ٝأػـذ

 ٖٓ ػ٤ِٚ ٣ؼخهذ ٝكخٝٓض كخٝٓض، حُوٟٞ
 ٤ٔ٣َ( حُؼظ٤ٔش حُوَٕٝ) حٗظَُِ ؿؼَ هلاٍ

 .حلاٗظوخّ ٝػٞى ٝكخٍّ ؿخٟذ،. ٍأٓٚ ٖٓ
 
 

 َٜٓؽ ٍٝرٖ، حهظخٍ ، حهَٟ ٗخك٤ش ٖٝٓ
 ٝٓغ ، رِيٙ ػ٠ِ حُٔلَ رؼٞ كخؿَ٘،

 ٖٓ ػيى ٣زيأ حٗٚ ٝهخٍ ٍحكغ، ُٓلاثٚ،
 .كٌخ٢ٛ حُؼٞحٍٝ
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At one point, he manages to summon 
Mephastophilis, who threatens to turn Robin 
and Rafe into animals (or perhaps even does 
transform them; the text isn’t clear) to punish 
them for their foolishness. 
 
Faustus then goes on with his travels, playing a 
trick on a horse-courser along the way. Faustus 
sells him a horse that turns into a heap of straw 
when ridden into a river. Eventually, Faustus is 
invited to the court of the Duke of Vanholt, 
where he performs various tricks. The horse-
courser shows up there, along with Robin, a 
man named Dick (Rafe in the A text), and 
various others who have fallen victim to 
Faustus’s trickery. But Faustus casts spells on 
them and sends them on their way, to the 
amusement of the duke and duchess. 
 
      As the twenty-four years of his deal with 
Lucifer come to a close, Faustus begins to 
dread his approaching death. He has 
Mephastophilis call up Helen of Troy, the 
famous beauty from the ancient world, and 
uses her presence to impress a group of 
scholars.  
 
An old man urges Faustus to repent, but 
Faustus drives him away. Faustus summons 
Helen again and expresses great admiration for 
her exceptional beauty. But time is growing 
short. Faustus tells the scholars about his pact, 
and they are horror-stricken and resolve to 
pray for him. On the final night before the 
expiration of the twenty-four years, Faustus is 
overcome by fear and remorse. He begs for 
mercy, but it is too late. At midnight, a group of 
devils appears and carries his soul off to hell. In 
the morning, the scholars find Faustus’s limbs 
and decide to hold a funeral for him. 

 لآظيػخء ٣ي٣َ حٗٚ ٝهخٍ ٝحكيس، ٗو٤ش ػ٘ي
Mephastophilis ٍٝرٖ ريٍٝٙ ٣ٜيى ح١ٌُ 

 لا كظ٠ ٍرٔخ أٝ) حُل٤ٞحٗخص ك٢ ٍٝحكغ
 ُٔؼخهزظْٜ( ٝحٟق ؿ٤َ ٝحُ٘ٚ طل٣ِٜٞخ،

 .ؿزخثْٜ ػ٠ِ
 

 هيػش ُٝؼذ أٓلخٍٙ، ٓغ ٢٠ٔ٣ ػْ كخٝٓض
. ح٣َ٤ُن ٣ٍٞ ػ٠ِ حُو٤َ حُـٞحى ػ٠ِ

 ا٠ُ ٣ظلٍٞ إٔ حُلٜخٕ ُٚ ٣ز٤غ كخٝٓض
. حَُٜ٘ ا٠ُ رٜخ طؼٜق ػ٘يٓخ حُوٖ ٖٓ ًٞٓش

 ا٠ُ كخٝٓض ٣يػ٠ ح٤ُٔخف، ٜٗخ٣ش ك٢
 ٣ئى١ حٗٚ ك٤غ ،Vanholt ىٝم ٓلٌٔش

 ٣ظَٜ ٝحُـٞحى ٝحُو٤ٍٞ. حُٔوظِلش حُل٤َ
 ٣يػ٠ ٍؿَ ٍٝرٖ، ٓغ ؿ٘ذ ا٠ُ ؿ٘زخ ٛ٘خى،

 ٓوظِق ٝآهَٕٝ ،(حُ٘ٚ ك٢ ٍحكغ) ى٣ي
 ٌُٖ. ٍ كخٝٓض ُويحع ٟل٤ش ٝهؼٞح ح٣ٌُٖ

 ك٢ ُْٜ ٣ََٝٓ ػ٤ِْٜ ٗٞرخص ٣ؼ٤َ كخٝٓض
 .ٝىٝهش ىٝم ط٤ِٔش ا٠ُ ٣َ٣وْٜ

 
 

 ٓغ ػويٙ ٖٓ ٕٗٓٓ حُٔ٘ٞحص ك٢ ًٔخ
 ٣زيأ كخٝٓض ٝػ٤وش، ح٠ُ حُظَٞٛ ٤ُٓٞلَ
 ُي٣ٚ. طوظَد ٝكخطٚ حَُٛزش

Mephastophilis ٤ِ٤ٖٛ حٓظيػخء 

 حُوي٣ْ، حُؼخُْ ٖٓ ح٤َُٜ٘ ٝحُـٔخٍ ٣َٝحىس،
 ٖٓ ٓـٔٞػش لإه٘خع ٝؿٞىٛخ ٝطٔظويّ

 .حُؼِٔخء
 
 

 ٌُٖٝ ُِظٞرش، كخٝٓض طلغ ػـُٞ ٍؿَ
 حلآظيػخء كخٝٓض. رؼ٤يح ٣يكؼٚ كخٝٓض
 حػـخرٚ ػٖ ٣ٝؼَد أهَٟ، َٓس ٤ِ٤ٖٛ
 حُٞهض ٌُٖٝ. حلآظؼ٘خث٢ ُـٔخُٜخ حٌُز٤َ
 كٍٞ حُؼِٔخء ٣وٍٞ كخٝٓض. ٣٘ٔٞ ه٤َٜ
 حُؼِّ ٝٗؼوي حٌُٔ٘ٞرش حَُػذ ْٝٛ ُٚ، حطلخم
 حٗو٠خء هزَ حُٜ٘خث٢ ٤ُِش ك٢. ُٚ حُيػخء ػ٠ِ
 حُوٞف ػ٠ِ حُظـِذ ٛٞ ،ٕٗٓٓ ٓ٘ش

 رؼي ٌُٖٝ َُِكٔش، ٤٣َف حٗٚ. حُ٘يّ ٝكخٝٓض
 ٓـٔٞػش ، ح٤َُِ ٓ٘ظٜق ػ٘ي. حلأٝحٕ كٞحص

 ح٠ُ هزخُش ٍٝكٚ ٣ٝلَٔ ٣ظَٜ ح٤ُ٘خ٤٣ٖ ٖٓ
 حُزلغ ٝػِٔخء ، حُٜزخف ك٢. حُـل٤ْ
 .ُٚ ؿ٘خُس ػوي ٝطوٍَ كخٝٓض أ٣َحكٚ
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Critical Analysis of Doctor Faust: 
           This play is about how Faustus puts on a 
performance for the Emperor and the Duke of 
Vanholt.  The main thesis or climax of this play 
is when Faustus two friends Valdes and 
Cornelius who are magicians, teach him the 
ways of magic.  Faustus uses this magic to 
summon up a devil named Mephistophilis.  
Faustus signs over his soul to Lucifer (Satan), in 
return to keep Mephistophilis for 24 years.  We 
also see what happens when magic power gets 
in the wrong hands when Mephistophilis 
punishes Robin, who is a clown and his friend 
Ralph for trying to make magic with a book 
they have stolen from Faustus. 
  In the beginning angels visit Faustus, and each 
time he wonders whether or not to repent, but 
the devil appears and warns him not to by 
tempting him of magic to possess.  In the end 
of the play the two good and evil angels have 
been replaced by an old man, who urges 
Faustus to repent. But it is to late for so doing 
and the play ends with the devil carrying him 
off to hell.  
 
Key points about English Drama: 
 • Maundane Drama: Growing restrictions on 
religious drama in the late sixteenth century 
contributed to the English theatre. 
 
• Professional Stage: The late sixteenth century 
saw the establishment of the first permanent 
theatres and the professionalisation of  the 
English theatre world. 
 
• Acting Companies: Acting was company-
based and all-male. Women were not allowed 
to act publicly. Acting companies were 
generally of two types: adult and boy 
companies. 

 : ح٤ُز٤ذ ُلخٝٓض ٗوي١ طل٤َِ
 ٠٣غ كخٝٓض ٤ًل٤ش كٍٞ ٛٞ حَُٔٔك٤ش ٌٛٙ
. Vanholt ٝىٝم ُلآزَح٣ٍٞ حلأىحء ػ٠ِ

 حَُٔٔك٤ش ٌٛٙ ًٍٝس أٝ حَُث٤ٔ٤ش حلأ٣َٝكش
 كخُي٣ِ ٛي٣و٤ٖ كخٝٓض ػ٘يٓخ ٛٞ

 ٣ٝؼِٔٚ ، حُٔلَس ْٛ ح٣ٌُٖ ٤ِ٤ًٍّٗٞٝٞ
 حُٔلَ ٌٛح ٣ٔظويّ كخٝٓض. حُٔلَ ٣َم

 ٤٤ٗخٕ Mephistophilis لأػ٠ِ لآظيػخء

 لإر٤ِْ ٍٝكٚ ػ٠ِ كخٝٓض ػلآخص. حٓٔٚ
 طزو٢ إٔ ٓوخرَ ك٢ ،(ح٤٤ُ٘خٕ)

Mephistophilis ػخٓخ ٕٗ ُٔيس .َٟٗٝ 

 حُوٞس ػ٠ِ ٣لَٜ ػ٘يٓخ ٣ليع ٓخًح أ٠٣خ
 ػ٘يٓخ حُو٤ؤ حلأ٣ي١ ك٢ حُٔل٣َش

Mephistophilis ٍٝرٖ، ٣ؼخهذ ٞٛٝ 

 حُٔلَ ؿؼَ ُٔلخُٝش ٍحُق ٝٛي٣وٚ َٜٓؽ
 .كخٝٓض ٖٓ َٓهض ُي٣ْٜ ًظخد ٓغ
 ًَ ٝك٢ كخٝٓض، حُٔلاثٌش ٣ُخٍس ريح٣ش ك٢

 ُِظٞرش، لا أٝ ًخٕ اًح ػٔخ ٣ظٔخءٍ ًخٕ َٓس
 ػيّ ٓ٘ٚ ٣ٝلٌٍ ح٤٤ُ٘خٕ، ٣زيٝ ٌُٖٝ

 ك٢. لآظلاى حُٔلَ ٖٓ هزَ ٖٓ ٣ـَرٞٙ
 ٖٓ حػ٤ٖ٘ حٓظزيحٍ طْ هي حَُٔٔك٤ش ٜٗخ٣ش

 ػـُٞ، ٍؿَ ٖٓ ٝحَُ٘ حُو٤َ حُٔلاثٌش
. ُِظٞرش كخٝٓض طلغ حُؼخ٤ُٔش حُٜلش ٓ٘ظٔش

 ٝط٘ظ٢ٜ ًُي ُلؼَ ٓظؤهَ ٝهض ك٢ ٌُ٘ٚ
 ح٠ُ هزخُش طوِٚ ح٤٤ُ٘خٕ ٓغ حَُٔٔك٤ش

 .حُـل٤ْ
 

 : الإوكهيزيت اندرامب حىل انرئيسيت انىقبط

o َٓٔك٤ش Maundane :ُٔظِح٣يس حُو٤ٞى  حُ

 حُوَٕ أٝحهَ ك٢ حُي٤٘٣شِ حَُٔٔك٤شِ ػ٠ِ
َِ حُٔخىّ َْ ػ٘  .حلإٗـ١ِِ٤ِ حَُٔٔفِ ك٢ ٓخٛ

 
o حُوَٕ أٝحهَ ٜٗيص :ٓلظَفحٍ حَُٔٔف 

 حُيحثٔش حُٔٔخٍف ٝاٗ٘خء ػَ٘ حُٔخىّ
 حُؼخُْ ك٢ رخُٔظو٤ٜٜٖ ٝحلآظؼخٗش حلأ٠ُٝ

 .حلإ٣ِ٤ٌِٗش حَُٔٔف
 

o حُظٔؼ٤َ :حُظٔؼ٤َ ًَٗخص َٕ َٚ ًَخ  أٓخٓ

ْْ حُِ٘ٔخء. ٍٝؿخ٢َُ ًَٗشَ َُ َٖ َٔل ْٔ  ٓؼ٤َُِض ٣ُ
ْٖ ػٔٞٓخً ًَخٗضْ حُظٔؼ٤َ ًَٗخص. ػِ٘خً ِٓ 

 .ٝحُزخُؾَ حُُٞيَ ًَٗخص: ٗٞػ٤ٖ
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• Playwriting: There was a massive expansion 
in the number of plays in English in the late 
sixteenth century; many were written 
collaboratively; they drew on a variety of 
sources and classical and Medieval dramatic 
traditions. 
 
• Regulation: All plays had to be licensed for 
performance and for printing; some were 
subject to censorship, generally because  they 
dealt directly with living individuals or 
contentious issues. 
 
• Publication: Plays were generally written for 
performance not reading; only some were 
printed. Printed versions of plays were not 
necessarily the same as each other or as the 
versions that were originally performed in the 
theatre. 
 
• Staging: Renaissance plays had to be 
adaptable for a variety of venues (stages) and  
therefore generally relied on a minimalist 
staging  style; scenery and sets were not used; 
settings were usually evoked through textual 
allusions. 
 

 • Academic Drama: It was common to study 
and perform classical plays in schools and at 
the universities, as a way of training students in 
Latin, rhetoric and oratory. 
 
• Inns of  Court Drama: Lawyers occasionally 
hosted professional performances and 
mounted their own plays and masques. Their 
own entertainments were often politically 
topical in theme and satirical in mode. 
 
 
 

o ًز٤َ طٞٓغ ٛ٘خى ًخٕ : حَُٔٔك٤ش حٌُظخرش 

 حلإٗـ٣ِ٤ِش رخُِـش حَُٔٔك٤خص ٖٓ ػيى ك٢
 ًخٗض ًٝؼ٤َ ػَ٘، حُٔخىّ حُوَٕ أٝحهَ ك٢

 ػ٠ِ طؼظٔي ٢ٛٝ طؼخ٢ٗٝ، رٌَ٘ ٌٓظٞرش
 ٝحُظوخ٤ُي حُٜٔخىٍ ٖٓ ٓظ٘ٞػش ٓـٔٞػش
 .ح٠٤ُٓٞ ٝحُؼٍٜٞ حٌُلا٤ٌ٤ٓش حُيٍح٤ٓش

 

o ْري لا ًخٕ حَُٔٔك٤خص ؿ٤ٔغ : حُظ٘ظ٤ ٖٓ 

 ٝح٤ُزخػش، أىحء ػ٠ِ ُِلٍٜٞ طَه٤ٚ
 لأٜٗخ ٝػٔٞٓخ َُِهخرش، طو٠غ ٝرؼٞ
 أٝ ٣ؼ٤ٕ٘ٞ ح٣ٌُٖ حلأكَحى ٓغ ٓزخَٗس طظؼخَٓ
 .حُولاك٤ش حُو٠خ٣خ

 
o َ٘ٗ :لا  ُلأىحءِ ػٔٞٓخً ًُظِزضْ حَُٔٔك٤ّخص

 ًٝخٗض. رؼٞ ط٤زغ ًخٗض كو٢ُِوَأٙ ؛ 
 ٤ُْٝ حَُٔٔك٤خص ٖٓ ح٤ُٔزٞػش حُ٘ٔن

 أٝ حُزؼٞ رؼ٠ٜخ ٗلْ رخ٠ٍَُٝس
 ك٢ أٛلا ط٘ل٤ٌٛخ طْ حُظ٢ حلإٛيحٍحص

 .حَُٔٔف
 

o ٍَٓٔك٤ّخص: َٓٔك٢حٍ طٔؼ٤َح َِ  ػٜ

َٕ ٠ٜٗش ْٕ ػ٤ِٜخ ُِِحٓخً ًَخ َٕ أَ ٌُٞ  aٍ ٓظ٤ٌّلشَ طَ
٤ٌِِش ْ٘ ِٖ طَ  ٣ؼظٔي ٌُُٝي( َٓحكَ) حلأٓخً
 طٔؼ٤َحٍ أِٓٞدػ٠ِ  ًلي أى٠ٗ ػٔٞٓخً

ْْ ٝحُٔـٔٞػخص حُٔ٘ظَ َٓٔك٢؛حٍ َُ 
 هلاٍ ػخىس حٓظيػ٤ض حلأٓخًٖ ٣ُٔظَؼٔلا؛
٤ّٜشِ حُظ٤ِٔلخصِ  .حُ٘

 
o ػ٘ي ٗخثؼش ًَخٗضْ ٢ٛ: أًخى٤ٔ٣ش َٓٔك٤ش 

 ك٢ ًلا٤ٌ٤ٓشَ َٓٔك٤ّخصَ ٝطُئى١ّ ىٍحٓش
ِّ ٍِ َٔيح  ُظي٣ٍذ ٣َ٤ًن حُـخٓؼخصِ، ٝك٢ حُ
 ٝه٤خرخصِ حُلاط٤٘٤شِ حُِـش ك٢ ح٤ُلادِ
 .ٝه٤خرشِ

 
o حٓظ٠خكض :حُٔلٌٔشِ َٓٔك٤شِ كخٗخص 

 ٝٗ٘ض ح٢ُٜ٘ٔ حلأىحء أك٤خٗخ حُٔلخ٤ٖٓ
 طٔخ٤ُْٜ. ٝطٔؼ٤ِ٤خص رْٜ هخٛش َٓٔك٤خص

 أؿِذ ك٢ ٤ٓخ٤ٓخً ٟٓٞٞػ٤ش ًَخٗضْ حُوخٛش
 .ح٢ُِٔ٘ ك٢ ٝحُٜـخث٤شِ حُٟٔٞٞعِ ك٢ حلأك٤خٕ
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• Court Drama: Dramatic entertainments were 
a central part of court culture. As well as 
hosting play and masque performances, 
monarchs were accustomed to being 
entertained with short ‘shows’ when they went 
round the country. These often combined  
advice or requests for patronage. 
 
• Household/Closet Drama: Noblemen and 
women sometimes patronised and played host 
to professional players; some also staged 
amateur performances and/or wrote their own 
plays and masques. Some of these texts are 
‘closet’ dramas (intended for reading), others 
appear to have been written for performance. 
 
• Attitudes to Drama: The large audiences 
drawn to players’ performances point to a 
popular taste for public theatre, but the stage 
had its opponents. Some complained that plays 
were morally corrupting; others were 
concerned that theatres were causes for crime, 
disease and disorder. Opponents of the theatre 
were often characterised as puritans but not all 
puritans were opponents of drama or vice 
versa. 
 
 

• Comedy: Comedies dominated the 
professional stage in the late sixteenth century; 
they were defined by their happy endings 
rather than their use of humour, and borrowed 
from classical and European comic writing. 
 
 
• Tragedy: The  first English tragedies were 
written in the Renaissance and were in 
influenced by Senecan tragedy and Medieval 
tales. Tragedy only became one of the 
dominant genres in the Jacobean period. 

o ًَخٗضْ حُٔؼ٤َس حُظٔخ٢ُ :ٓلٌٔشِ  ىٍحٓخ 

 ػٖ ك٠لا. حُٔلٌٔش ػوخكش ٖٓ أٓخ٤ٓخ ؿِءح
 ، ٝحُظٔؼ٤ِ٤ش حَُٔٔك٤ش حُؼَٝٝ حٓظ٠خكش

ْٕ ػ٠ِ حُِٔٞى ٝحػظخى ِٝ'د ٣ُِّٔٞح أَ ' حُٔؼخٍ
 ح٤ُٜ٘لش ٌٛٙ .حُزلاىَ ُحٍٝح ػ٘يٓخ حُو٤َٜسِ

 ٣ِزخص حلأك٤خٕ ٖٓ ًؼ٤َ ك٢ ٓـظٔؼش أٝ
 .ٍػخ٣ش ػ٠ِ ُِلٍٜٞ

 
o حُ٘زلاءُ ٍَػ٠:  حُلـَس ىٍحٓخ/  حلأَٓس 

حُٔٔؼ٤ِٖ  ٝأٓظ٠خف أك٤خٗخً ٝحُِ٘ٔخءُ
ِٖ؛  حُؼَٝٝ رؼٞ ٗظٔض ًٔخ حُٔلظَك٤

 رْٜ هخٛش َٓٔك٤خص ًظذ أٝ/  ٝ حُٜٞحس
ْٖ حُزؼٞ. ٝطٔؼ٤ِ٤خص ِٓ ٌٙٛ ِٙ  حُٜ٘ٞ
 ،(ُِوَحءس حُٔؼيس)' كـَسِ' َٓٔك٤خصَ
 .ُلأىحءِ ًُظِزٞح هي حٗٚ ٣زيٝ ح٥هَ ٝحُزؼٞ

 
 

o حُظ٢ حٌُز٤َس حُـٔخ٤َٛ : ُِيٍحٓخ ٓٞحهق 

 حٌُٝم ا٠ُ اٗخٍس حُلاػز٤ٖ لأىحء طظٞؿٚ
َٕ حَُٔٔف ٌُٖ حَُٔٔف، ُِـٍٜٔٞ حُ٘ؼز٢  ًَخ
ْ٘يَٛخ َٞ أٗظ٠ٌ. ٓؼخٍُٟٜٞٗخ ػِ ّٕ حُزؼ  رؤ

 ح٥هَٕٝ أىر٤خً؛ طُلٔيُ ًَخٗضْ حَُٔٔك٤ّخصِ
 أٓزخدَ ًَخٗضْ حُٔٔخٍفِ رؤٕ هِوش ًَخٗٞح

ِٝحٍٝ ُِـ٣َٔشِ  ك٢ ٝحطٔٔض. ٝحُل٠ٟٞ َٓ
 َُِٔٔف حُٔؼخٍٟٕٞ حلأك٤خٕ ٖٓ ًؼ٤َ

 حُٔؼخ٤ٍٟٖ ًَ ٤ُْ ٌُٖٝ ٝحُٔظ٘يىٕٝ
 .رخُؼٌْ حُؼٌْ أٝ حُيٍحٓخ ٖٓ ٝحُٔظ٘يىٕٝ

 
 

o ٤ًٓٞي٣خ: ََ  َٓفحُْ ػ٠ِ ح٤ٌُٓٞي٣خ ٤٤ٓ

 حُظ٢ ػَ٘؛ حُٔخىّ حُوَٕ أٝحهَ ك٢ ح٤ُٜ٘ٔش
 ٖٓ ريلا حُٔؼ٤يس حُٜ٘خ٣خص ٌٛٙ ك٢ طلي٣يٛخ طْ

ْٖ ٝحٓظؼخٍٝح حٌُ٘ظش، ٖٓ حٓظويحٜٓخ  ًظخرش ِٓ
 .ٝحلأٍٝٝر٤ش حٌُلا٤ٌ٤ٓش حٌُ٘خصِ

 
 
 

o ًُظِزضْ حلأ٠ُٝ حلإٗـ٣ِ٤ِش حُٔآ٢ٓ: ٓؤٓخس 

َِ ك٢  ٓؤٓخسد ٓظؤػَٙ ًٝخٗض ح٠ُٜ٘ش ػٜ

Senecan ٜٚح٠٤ُٓٞ حُؼٍٜٞ ٝه .

 ح٤ُٜٔٔ٘شِ حلأٗٞحعِ ٖٓ ٝحكيحً حُٔؤٓخسُ أٛزلضْ
 .ح٤ُؼوٞر٤شِ حُلظَسِ ك٢ كو٢
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• History: History plays dramatized the stories 
of (reputedly) historical characters and events 
and were particularly fashionable in the 1590s; 
many were based on material found in the 
wave of historical chronicles published in the 
sixteenth century. 
 
• Romance and Tragicomedy: Early Elizabethan 
plays often mixed tragedy and comedy. In the 
early seventeenth century there was a 
renewed taste for plays which mixed the 
genres, including romances and tragicomedies. 
Some contemporaries complained about such 
generic hybrids, but tragicomedy became the 
dominant dramatic genre on the Stuart stage. 
 
 • Masques: The masque was a lavish, 
multimedia form of entertainment developed 
in the Renaissance and particularly popular at 
the Stuart court. The proscenium arch( front 
stage), perspective staging, and female 
performance were pioneered in England in 
court masques (Prepared and Compiled by Dr. 
m n naimi) 

o حُظخ٣ٍن ىٍح٤ٓش َٓٔك٤خص: حُظخ٣ٍن 

 ٝأكيحع أٗوخٙ( ٍرٞطي٢ُ) هٜٚ
ًَخٗخ طخ٣ٍو٤ش  ؛ 9ٓ٘ٔ ك٢ ؿيحً ػ١َٜ ٝ

 ك٢ حُٔٞؿٞىس حُٔخىّسِ ػ٠ِ ٓٔظ٘ي ًَخٗٞح حٌُؼ٤َ
 ك٢ ََٗ٘صْحُظ٢  حُظخ٣ٍو٤ش حُٔـلاصِ ٓٞؿشِ
َِ حُٔخىّ حُوَٕ  .ػ٘

 

o ك٢ : حُظَحؿ٤ي٣ش ٝح٤ٌُٓٞي٣خ حَُٝٓخ٤ٔٗش 

 َٓٔك٤ّخصُ ه٤َِضْ حلأك٤خٕ أؿِذ
 ك٢ .٤ًٓٞي٣خحٍٝ حُٔؤٓخسَ ٓزٌَحٍ ٤ِ٣ِحر٤ؼ٤شُحلإ

 ٣ؼْ ٛ٘خى ًخٕ ػَ٘ حُٔخرغ حُوَٕ أٝحثَ
 حلأٗٞحعَ، ه٤َِضْ حُظ٢ َُٔٔك٤ّخصِح ُِظـي٣ي

 ٝح٤ٌُٓٞي٣خ حَُٝٓخ٤ٔٗش ًُي ك٢ رٔخ
 حػظَٟٞح حُٔؼخ٣َٖٛ ػَْٞ .حُظَحؿ٤ي٣ش

ِٖ ٛئلاء ٓؼَ ػ٠ِ ِّ، حُٜـخث  ٌُٜٝ٘خ حُؼخ
 ػ٠ِ ح٤ُٜٖٔٔ حُ٘ٞع حُظَحؿ٤ي٣ش أٛزلض
 .ٓظ٤ٞحٍص حُيٍح٤ٓش حُٔخكش

 
o ٓزيىس،  ًخٗض حُظٔؼ٤ِ٤ش: طٔؼ٤ِ٤خص ٌَٗ 

 ػَٜ ك٢ حُظَك٤ُٚظ٤ٍٞ  ٓظؼيى حُٞٓخث٢
 حُٔلٌٔش ك٢ ٤ٓٔخ لا ٝحُ٘ؼز٤ش ح٠ُٜ٘ش

 َٓكِش) حَُٔٔف ٓويٓش هّٞ. ٓظ٤ٞحٍص
 ك٢ حلإٗخع ٝأىحء حُٔ٘ظٍٞ، حُظي٣ٍؾ ،(أٓخ٤ٓش
 اػيحى) حُٔلٌٔش طٔؼ٤ِ٤خص ك٢ حٌِٗظَح

 .(ى ٤ِٕٓٞ حُ٘ؼ٢ٔ٤ رٞح٤ٓش ٝطـ٤ٔؼٜخ
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Lecture 12 

The Cavalier Poets  انشعراء فبرس  

      The ‘cavalier’ poets, who are usually said to 
include Robert Herrick, Richard Lovelace, Sir 
John Suckling and Thomas Carew, take their 
name from the term used to describe those 
who supported the royalist cause in the English 
Civil War. As this connection suggests, they 
share a belief in loyalty to the monarch and are 
generally royalist in sympathy. 
 
 
As writers mostly active in the Caroline era, this 
meant that they participated in the royal 
idealisation of the relationship between 
Charles I and Henrietta Maria, composing 
poems which celebrated Platonic (as well as 
sensual) love of the kind the royal couple 
expressed, and loyal devotion to the beloved 
ruler .  
 
 
Other shared values include a prizing of 
friendship, hospitality and a commitment to 
the classical concept of the ‘Good Life’. Many 
of these values, and the neo-classical poetic 
style with which they are associated, were 
inherited from Ben Jonson.  
 
 
           Alongside the  flourishing of the religious 
lyric and new types of love lyric, the early 
seventeenth century witnessed a fashion for 
various forms of  occasional poetry and 
encomiastic verse (poetry of praise), such as 
verse epistles praising individuals, 
epithalamiums (or wedding poems), epitaphs 
and elegies.  

 ُظَ٘ٔ ػخىس ْٛ ح٣ٌُٖ حُ٘ؼَحء،' كخٍّ' ٝهخٍ 
 ٤ٓي١ ٣ٍظ٘خٍى، حك٤ِْ ٣َ٣ي،ٙ ٍٝرَص
 حٜٓٔخ ٝطؤهٌ ٝطٞٓخّ، ًخٍٝ ؿٕٞ ح٤َُٟغ

 ح٣ٌُٖ أُٝجي ُٞٛق ٣ٔظويّ ٤ِٜٓق ٖٓ
 حلأ٤ِٛش حُلَد ك٢ ح٢ٌُِٔ ه٤٠ش ىػٔٞح

 أٜٗٔخ الا حُٜيى، ٌٛح ٣ٞك٢ ًٔخ. حلإ٣ِ٤ٌِٗش
 ٝح٠ٌُِٔ ُِِٔي حُٞلاء حلاػظوخى ك٢ ٣٘ظًَخٕ

 .حُظؼخ٣ق ك٢ ػٔٞٓخ
 
 
 

 ػَٜ ك٢ حُـخُذ ك٢ ٤٤ٕ٘ٗٞ ًٌظّخد
 ر٤ٖ ُِؼلاهش ح٢ٌُِٔ حُظٔؼ٤َ ك٢ ًخ٤ٍُٖٝ،

 حُوٜخثي أُق١ ٓخ٣ٍخ، ٤٣َ٘ٛٝظخ أٗخ ط٘خٍُِ
( حُل٤ٔش ًٌُٝي) حلأكلا٤ٗٞ٣ش حكظلِض حُظ٢
 ٝأػَرض ح٤٤ٌُِٖٔ حُِٝؿ٤ٖ ٗٞع ٖٓ كذ
 .حُلز٤ذ ُِلخًْ حلإهلاٙ ٝلاء

 
 
 
 

ّٖٔ حلأهَٟ حُٔ٘ظًَش حُو٤ْ  طو٤٤ْ طظ٠
 حُٔلّٜٞ ا٠ُ ٝحلاُظِحّ ٝح٤٠ُخكش حُٜيحهش،

 ٌٛٙ ٖٓ حُؼي٣ي. 'حَُٔكّٜش حُل٤خس'ٍ حٌُلا٢ٌ٤ٓ
 حُ٘خػ١َ ؿي٣يحٍ حٌُلا٢ٌ٤ٓ ٝحلأِٓٞد حُو٤ْ،
 .ؿٕٞٗٔٞ رٖ ٖٓ ٍٝع ، رٜخ طَطز٢ حُظ٢

 
 
 
 

 حُي٤٘٣ش حُـ٘خث٤ش حُو٤ٜيس اُىٛخٍ رـخٗذ
 حُـ٘خث٤ش، حُلذّ ه٤ٜيس ٖٓ حُـي٣يس ٝحلأٗٞحع

 أ٣ُخء a ٜٗي ػَ٘ حُٔخرغ حُوَٕ أٝحثَ

 ٝٗؼَ حُؼ٢َٟ حُ٘ؼَ ٖٓ حُٔوظِلش ُلأٌٗخٍ

encomiastic (َحُٔي٣ق ٗؼ)، ٍَٓخثَ ٓؼ 

 أٝ) ُكخف اؿخ٢ٗ حلأكَحى، ٣ٔيف حُ٘ؼَ
 .َٝٓػ٤خص َٓػ٤خص ،(هٜخثي ُكخف
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In similar fashion, a number of early 
seventeenth-century poets wrote poems which 
celebrated particular places or buildings. 
Probably, the most famous of these are the so-
called ‘country-house’ poems which became 
popular following the publication of Aemilia 
Lanyer’s ‘The Description of Cookham’ (1611) 
and Ben Jonson’s ‘To Penshurst’ (1616) (see 
below).  
       
      In contrast to Donne (as we have already 
seen in his poem, A Valediction Forbidding 
Mourning) stood the writing of Ben Jonson. 
The Jonsonian tradition was, broadly, that of 
social verse, written with a Classical clarity and 
weight and deeply informed by ideals of 
civilized reasonableness, ceremonious respect, 
and inner self-sufficiency derived from Seneca. 
It is a poetry of publicly shared values and 
norms. Ben Jonson’s own verse was occasional. 
 
 It addresses other  individuals, distributes 
praise and blame, and promulgates ( declares) 
serious ethical attitudes. His favored forms 
were the ode, elegy, satire, epistle, and 
epigram, and they are always beautifully 
crafted objects, achieving a Classical harmony 
and monumentality. For Jonson, the 
unornamented style meant not  colloquiality 
but labour, restraint, and control. A good poet 
had first to be a good man, and his verses lead 
his society toward an ethic of gracious but 
responsible living. 
 
 
      With the Cavalier poets who succeeded 
Jonson, the element of urbanity and 
conviviality  (pleasant and sociable life) tended 
to loom larger.  
 

 حُوَٕ ٗؼَحء ٖٓ ػيى حُٔٔخػِش، حلأ٣ُخء ك٢
 ح١ٌُ حُوٜخثي ًظزٞح حلأٝحثَ ػَ٘ حُٔخرغ
 ٖٓ. حُٔؼ٤ّ٘ش حُز٘خ٣خص أٝ رخلأٓخًٖ اكظلِٞح

٠ّٔ ٓخ ٌٛٙ َٜٗس حلأًؼَ حُٔلظَٔ،  طٔ
 ٗؼز٤ش أٛزلض حُظ٢' ح٣َُل٢ حُز٤ض' روٜخثي

 ٝٛق'  Aemilia Lanyer َٗ٘ رؼي

Cookham ' (1611 )ٖٝر Jonson  'ا٠ُ 

Penshurst ' (1616( )َٟطلض ط.) 

 
 

 ٍأ٣٘خ ًٔخ) كبٗٚ ىٕٝ ٖٓ حُ٘و٤ٞ ٝػ٠ِ
 ٝىحع طٞى٣غ ٝطل٣َْ ه٤ٜيطٚ، ك٢ رخُلؼَ
 ًٝخٕ. ؿٕٞٗٔٞ رٖ ًظخرش ٝهلض( حُليحى
 إٔ ٝحٓغ، ٤ٗخم ػ٠ِ ،Jonsonian حُظو٤ِي

 ٟٝٞف ٓغ ٌٓظٞرش حلاؿظٔخػ٤ش، ح٣٥ش
 حُؼ٤ِخ حُٔؼَ ا٠ُ ٝروٞس ٝحُُٕٞ حٌُلا٤ٌ٤ٓش
 ٢ٍٔٓ، ٝحكظَحّ حُٔظل٠َ، ُِٔؼو٤ُٞش
 ٖٓ حُٔٔظٔيس حُيحه٢ِ حٌُحط٢ ٝحلاًظلخء

 حُٔ٘ظًَش حُو٤ْ ٖٓ ٗؼَ اٗٚ. ٤٘٤ٌٓخ
 ح٣٥ش ؿٕٞٗٔٞ رٖ ًٝخٕ. ػِ٘خ ٝحُٔؼخ٤٣َ

 .حلأك٤خٕ رؼٞ ك٢ ٗلٜٔخ
 

 حُؼ٘خء ٣ُٝٞع حلأكَحى، ٖٓ ؿ٤َْٛ ٣ٝظ٘خٍٝ
. ؿي٣ٚ أهلاه٤ش ٓٞحهق( ٣ؼِٖ) ٣ٝؼِٖ ٝحُِّٞ،
 ٍػخء، ه٤ٜيس، ك٠َ ٛخكذ أٌٗخٍ ًٝخٗض
 ٣ٜ٘ؼٕٞ ْٝٛ ٝٓخهَ، ، ٍٓخُش ٛـخء،

 ٝطلو٤ن ؿ٤َٔ، رٌَ٘ ىحثٔخ حلأؿٔخّ
 ُـٕٞٗٔٞ،. ٝحلأػ٣َش حٌُلا٤ٌ٤ٓش حلاٗٔـخّ

 لا unornamented ٢ٔٗ ٣ؼ٢٘

colloquiality ٌُٖ ٟٝز٢ حُؼَٔ، كِد 

 أ٠ُٝ حُ٘خػَ ًٝخٕ. ػ٤ِٜخ ٝح٤٤َُٔس حُ٘لْ،
 أٗؼخٍٙ ٝطوٞى ٛخُلخ، ٍؿلا ٤ٌُٕٞ ؿ٤يس

 ٌُٜ٘خ ٣ًَٔش ٓؼ٤٘ش أهلاه٤خص ٗلٞ ٓـظٔؼٚ
 .ٓٔئُٝش

 
 
 

 ؿٕٞٗٔٞ، ٗـق ح١ٌُ كخٍّ حُ٘ؼَحء ٓغ
 ٤٤ُلش ك٤خس) ٝحَُٔف حُيٓخػش ػَٜ٘

 .أًزَ ُٞف ا٠ُ ٓخلا(  ٝحؿظٔخػ٤ش
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Robert Herrick was perhaps England’s first poet 
to express impatience with the tediousness 
(boring) of country life. However, Herrick’s 
“The Country Life” and “The Hock Cart” rival 
Jonson’s  ‘To Penshurst’ as panegyrics to 
(praising) the Horatian ideal of the “good life,” 
calm and retirement, but Herrick’s poems gain 
retrospective poignancy  (looking at the past 
with pain and sadness) by their implied 
contrast with the disruptions of the Civil Wars. 
 
 The courtiers Carew, Sir John Suckling, and 
Richard Lovelace developed a manner of ease 
and naturalness suitable to the world of 
gentlemanly pleasure in which they moved. 
Suckling’s A Session of the Poets (1637; 
published 1646) lists more than 20 wits then in 
town. 
 
      The Cavalier poets were writing England’s 
first verse about the society, lyrics of 
compliments and casual liaisons, often cynical, 
occasionally sensual. 
  
   
 
 
 
UPON JULIA'S CLOTHES. 
 by Robert Herrick 
 
 WHENAS in silks my Julia goes, 
 Then, then, methinks, how sweetly flows 
 That liquefaction of her clothes. 
 
 Next, when I cast mine eyes and see 
 That brave vibration each way free ; 
 O how that glittering taketh me ! 
 
 
 

 حلا٠ُٝ حُ٘خػَ ٍرٔخ ٣َ٤ٛي ٍٝرَص ًٝخٕ
 ٓغ حُٜزَ ٗلخى ػٖ ُِظؼز٤َ لاٌِٗظَح

 أ٣ش ػ٠ِ. حُزلاى ك٤خس ٖٓ( ِٓٔش) حلإٟـخٍ
 ػَرش" ٝ" حُزلاى ك٤خس" ٣َ٤ٛي كخٍ،

 ا٠ُ' ؿٍٕٞٗٔٞ حُٔ٘خكْ" حُؼَهٞد
Penshurst '(  ٓيف) ا٠ُ ًٔيف

Horatian ٛيٝء" َٓكّٜش، ك٤خس" ٓؼخ٤ُش 

 ٗيّس طٌٔذ ٣َ٤ٛي هٜخثي ٌُٖ ٝطوخػي،
 حُٔخ٢ٟ ا٠ُ ط٘ظَ) ٍؿؼ٢ أػَ ًحص كِٕ
 رؼَحه٤َ ح٤٘ٔ٠ُش رٔوخٍٗظْٜ( ٝحُلِٕ رخلأُْ

 .حلأ٤ِٛش حُلَٝد
 

 ؿٕٞ ح٤َُٔ حُلخ٤ٗش، ًخٍٝ ٟٝؼض
 ٣ز٤ؼ٤ش ر٣َ٤وش ُٞك٤ِْ ٣ٍٝظ٘خٍى ح٤َُٟغ،

 ك٢ حُٔظؼش ٖٓ ُِؼخُْ ٝٓلاثٔش ُٜٓٞش ٖٓ
 ىٍٝس ك٢ حَُٟخػش. ٗوِٜخ حُظ٢ ؿ٘ظِٔخ٠ٗ
 هٞحثْ( ٙٗٙٔ َٗ٘ص ؛7ٖٙٔ) ُِ٘ؼَحء

 .حُٔي٣٘ش ك٢ ػْ ىٛخء ٕٓ ٖٓ أًؼَ
 
 

 ٗؼَ ٣ٌظزٕٞ ًخٗٞح حُ٘ؼَحء كخٍّ حُ٘ؼَحء
 ؿ٘خث٤ش هٜخثي حُٔـظٔغ، كٍٞ حلأٍٝ اٗـِظَح

 ػخى٣ش، حُٔظزخىُش ٝحُؼلاهخصٖٓ حُٔي٣ق 
 رؼٞ ك٢ حُل٤ٔش ٓخهَس، ٓخ ٝؿخُزخ

 .حلأك٤خٕ
 
 
 
 
 .ؿ٤ُٞخ ٓلارْ ٠ُع

 ٣َ٤ٛي ٍٝرَص طؤ٤ُق ٖٓ
 

 أًٛذ، ؿ٤ُٞخ١ كَحثَ ك٢ ػ٘يٓخ
،ّْ ّْ ػ ّٞ رٌَ٘ ًْ ،٢ُ ريح،  ػ  طيكن كِ
 .ٓلارٜٔخ ط٣ٌٝذ ًُي

 
 ٝحٗظَ ػ٢٘٤ ٣ِو٢ ٝػ٘يٓخ حُٔوزَ،

 ًخٗض أ٣خ حُلَ حُ٘ـخع حلإٛظِحُ ًُي
 حُ٘ظ٤ـش؛

 !٣٢ٗؤهٌ  حُٔظؤُّن ًُي ًْ أٝ
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    “UPON JULIA’S CLOTHES” ROBERT HERRICK 
(1648):  
  -  The poem is a response to a dress worn by 
an imaginary woman called Julia. 
  - The poet likes the flowing, liquid effect of 
the silk dress.  
  -  The woman appears to be attractive when 
she wears this style, but the emphasis is on the 
look of the clothes.  
  - In the second stanza Herrick praises the 
shiny fluttering of the dress.  
   - He claims to be very attracted to the effect 
it creates.  
 
 
      A brief but popular poem, ROBERT 
HERRICK’s  “Upon Julia’s Clothes” often 
appears in anthologies. Its six lines offer a 
masterful imagery with a unity of purpose, 
rhythm, and RHYME that combine to elevate its 
common subject matter above its proper 
station.  
 
The speaker begins, “When as in silks my Julia 
goes,” and Herrick adds repetition in the next 
line, “Then, then (me thinks) how sweetly 
flows.” The parenthetical remark gives a touch 
of realism to the sentiment, while the flow of 
Herrick’s words imitates that of the silk he 
describes. The noun in the third line represents 
the height of sensuality, as the speaker 
describes what flows so sweetly, “That 
liquefaction of her clothes.”  
       
      Herrick’s introduction of the scientific term 
liquefaction into his obviously artistic creation 
evokes a hardy contrast and emphasizes the 
grace within the silks required to reduce them 
to a liquid, organic skin that flows about Julia’s 
body. 

 ٣َ٤ٛي ٍٝرَص" ؿ٤ُٞخ حُٔلارْ ػ٠ِ"
(ٔٙٗ8: ) 
 حَٓأس طَطي٣ٚ ػٞد ػ٠ِ ٍى ٢ٛ حُو٤ٜيس -

 .ؿ٤ُٞخ طيػ٠ ٤ٔٛٝش
 ُِزخّ حُٔظيكّن حُٔخثَ حُظؤػ٤َ ٣لذّ حُ٘خػَ -

 .حُل١َ٣َ
ٌّحرش طزيٝ حلإَٓس -  ٌٛح طَطي١ ػ٘يٓخ ؿ

 ٌَٗ ػ٠ِ ٛٞ حُظ٤ًَِ ٌُٖٝ ح٢ُٔ٘،
 .حُٔلارْ

 ٣ٔيف ح١ٌُ حُؼخ٢ٗ حُ٘ؼ١َ حُٔو٤غ ك٢  -
ّٔخع حُظٜل٤ن ٣َ٤ٛي  .ُِزخّ حُِ

 .طؤػ٤َ ٣وِن لأٗٚ ؿيح ٣ـٌد ٣ٝيػ٢  -
 
 
 
 

 ٣َ٤ٛي ٍٝرَص ٗؼز٤ش، ٌُٖٝ ه٤َٜس ه٤ٜيس
 ك٢ ٣ظَٜ ٓخ ؿخُزخ" ؿ٤ُٞخ ٓلارْ ػ٠ِ" ك٢

 ٍٛٞ أر٤خص طؼَٝ ٓظش. حلأىر٤ش حُٔوظخٍحص
 ٝحُوخك٤ش ٝحُـَٝ، ، حلإ٣وخع ٝكيس ٓغ رخٍع
 ٓل٤ش أػلاٙ ٟٓٞٞػٚ َُكغ ر٤ٖ طـٔغ حُظ٢

 .٤ِْٓ ٗلٞ ػ٠ِ حُٔ٘ظًَش
 
 
 

 ًٔخ ؿ٤ُٞخ حُل٣ََ ػ٘يٓخ" ٝهخٍ ٣زيأ، حُٔظٌِْ
 ٣َ٤ٛي ٤٠٣ٝق ،"ؿ٢٘ رِي١ ك٢ حُلخٍ ٛٞ

 ٢ُ) ػْ ػْ، ،" حُظخ٢ُ ح٤َُٔ ك٢ حُظٌَحٍ
 ر٤ٖ ٓلاكظش." ر٤ِق ٤ًق طيكوخص ٣ؼظوي

 ا٠ُ حُٞحهؼ٤ش ٖٓ ُٔٔش ٣ؼ٢٤ ه٤ٖٓٞ
 ٣َ٤ٛي حٌُِٔخص طيكن إٔ ك٤ٖ ك٢ حُٔ٘خػَ،

 ك٢ حلآْ. ٝٛلٚ حُل٣ََ ٖٓ ٣وِي إٔ ك٢
 حُٜ٘ٞح٤ٗش، ًٍٝس ٣ٔؼَ حُؼخُغ ح٤َُٔ

 ًُي ،" ؿيح ر٤ِق طيكوخص ٓخ ٣ٜق ٝحُٔظٌِْ
 ".ٓلارٜٔخ ط٣ٌٝذ

 
 

 ك٢ حُؼ٤ِٔش حُٔيٟ ػ٠ِ ُظ٣ٌٝذ ٣َ٤ٛي ٓويٓش
 ؿ٣َجش ٓوخٍٗش ٣ٔظيػ٠ حُٞحٟق حُل٢٘ هِوٚ

ًّي  ُظل٣ِْٜٞ ط٤ِّذ حُلَحثَ ٟٖٔ حُ٘ؼٔش ٣ٝئ
 كٍٞ ٣ظيكّن ح١ٌُ حُؼ١ٞ٠ ُـِي ٓخثَ، ا٠ُ

 .ؿ٤ُٞخ ؿْٔ
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 The final triplet is the expression of a man 
exulting in woman’s beauty, as Herrick writes,  
 
      Next, when I cast mine eyes and see  
      That brave Vibration each way free;  
      O how that glittering take me. 
 
 
     The speaker notes the liberated movement 
of Julia’s body with a gaze that is  deliberately 
“cast” in Julia’s direction. The speaker remains 
consumed by Julia’s “brave Vibration,” seeing 
her body as a glittering mass that threatens to 
consume him, as does his passion. 
 
Imagery:  The poem is built around an image of 
a woman named Julia wearing a free flowing 
silk dress. He probably picked the name ‘Julia’ 
to fit in with the picture of the flowing dress. 
  
Metaphor:  The movement of the dress is 
compared to flowing liquid: ‘liquefaction’. It 
also glitters or shines like jewels.  
 
Paradox:  [apparent contradiction] Silk, a solid 
material, is compared to something liquid. 
  
Assonance:  Notice the musical effect of vowel 
repetition in the second and fourth lines where 
the ‘e’ sound is repeated. 
  
Consonance:  [repetition of a consonant sound 
anywhere in a word] The six ‘l’ sounds  of the 
first stanza emphasise the flowing or liquid 
movement of the silk dress.  

 ٍؿَ ػٖ طؼز٤َ ٛٞ حلأه٤َ ٝحُؼلاػ٢
 ٣ٌظذ ًٔخ حَُٔأس، ؿٔخٍ ك٢ حلاؿظزخ١
 ٣َ٤ٛي،

 
 
 
 
 

 ؿ٤ُٞخ حُـْٔ ٖٓ طلٍَ كًَش طلاكظ حُٔظٌِْ
 حطـخٙ ك٢"  ًخٓض" ػٔيح ٣ظْ حُظ٢ حُ٘ظَس ٓغ

 رٞح٤ٓش حُٔظٌِْ طٔظِٜي طِحٍ لا. ؿ٤ُٞخ
 ؿٔيٛخ ٍإ٣ش" حُ٘ـؼخٕ حلاٛظِحُ" ؿ٤ُٞخ

 طٔظِٜي ٣ٜيى ح١ٌُ ٝحُظؤُن ًظِش رخػظزخٍْٛ
 .كزٚ ًٌُٝي ُٚ،

 
 

 ٤ُٔيس ٍٛٞس كٍٞ ه٤ٜيس ر٘خء طْ:  صىر
 حُلَس حُل٣ََ ػٞد ٣َطي١ ؿ٤ُٞخ طيػ٠

 ُظظ٘خٓذ حْٓ' ؿ٤ُٞخ' حهظخٍ ٍرٔخ حٗٚ. حُٔظيكوش
 .حُِزخّ ٖٓ طظيكن حُظ٢ حٍُٜٞس ٓغ

 
 ُظيكن كٔظخٕ كًَش ٓوخٍٗش طظْ : انتشبيه
 ٢٠٣ء أٝ أ٠٣خ ٣ِٔغ. 'ط٤٤َٔ' حُٔـخُ حُٔخثَ

 .حُٔـَٞٛحص ٓؼَ
 

 حُل٣ََ،[ ٝحٟق ط٘خهٞ] ٣ٝوخٍٕ : انتىبقض
 .٢ٗء ا٠ُ ٓخثِش ِٛزش، ٓخىس

 
 طٌَحٍ ٖٓ ح٤ُٓٞٔو٤ش طؤػ٤َ لاكظ : انسجع
 ٝحَُحرؼش حُؼخ٤ٗش حُو١ٞ٤ ك٢ حُؼِش كَف
 .'ٙ' حُٜٞص طٌَحٍ ٣ظْ ك٤غ

 
 

 أ١ ك٢ ٓخًٖ رٜٞص طٌَحٍ] : انتىافق
 ٖٓ ٝٓظش'  ٍ' حلأٛٞحص[ ًِٔش ك٢ ٌٓخٕ

 طيكن كًَش ػ٠ِ حُظؤ٤ًي حلأٍٝ حُٔو٤غ
 .حُل٣ََ ػٞد ٖٓ أٝ حُٔخثَ
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Lecture 13 

Humanism in the Renaissance 

Emergence of Humanism : 
       Books helped to spread awareness of a 
new philosophy that emerged when 
Renaissance scholars known as humanists 
returned to the works of ancient writers. 
 
 Previously, during the Middle Ages, scholars 
had been guided by the teachings of the 
church, and people had concerned themselves 
with actions leading to heavenly rewards. The 
writings of ancient, Greece and Rome, called 
the "classics," had been greatly ignored. To 
study the classics, humanists learned to read 
Greek and ancient Latin, and they sought out 
manuscripts that had lain undisturbed for 
nearly 2,000 years.  
 
      The humanists rediscovered writings on 
scientific matters, government, rhetoric, 
philosophy, and art. They were influenced by 
the knowledge of these ancient civilizations 
and by the emphasis placed on man, his 
intellect, and his life on Earth.  
 
 
The Humanist Philosophy : 
 
      The new interest in secular life led to beliefs 
about education and society that came from 
Greece and Rome. The secular, humanist idea 
held that the church should not rule civic 
matters, but should guide only spiritual 
matters. The church disdained the 
accumulation of wealth and worldly goods, 
supported a strong but limited education, and 
believed that moral and ethical behavior was 
dictated by scripture.  

 : حلاٗٔخ٤ٗٚ ظٍٜٞ 
 ُلِٔلش حُٞػ٢ َٗ٘ ػ٠ِ ٓخػي ًظذ        
 ػَٜ ػِٔخء ػ٘ي ظَٜص حُظ٢ ؿي٣يس

 ا٠ُ ػخى حلاٗٔخ٤ٕٗٞ رخْٓ حُٔؼَٝكش ح٠ُٜ٘ش
 .حُوي٣ْ حٌُظخد أػٔخٍ

 
 ٝؿٜض ٝهي ح٠٤ُٓٞ، حُؼٍٜٞ هلاٍ ٓخروخ،
 حُ٘خّ ًٝخٕ ح٤ٌُ٘ٔش، طؼخ٤ُْ ٖٓ حُؼِٔخء
 طل٢٠ حُظ٢ حلإؿَحءحص ٓغ حُٔؼ٤٘ش أٗلْٜٔ

 ح٤ُٞٗخٕ ًظخرخص ٝىػخ. حُٔٔخ٣ٝش حٌُٔخكآص ا٠ُ
 طْ هي ،"حٌُلا٤ٌ٤ٓش" ٝ ٍٝٝٓخ، حُوي٣ٔش
 حٌُلا٤ٌ٤ٓخص ُيٍحٓش. ًز٤َ كي ح٠ُ طـخِٜٛخ

 حُلاط٤٘٤ش ُوَحءس حلاٗٔخ٤ٕٗٞ ٝحُيٍّٝ
 حُٔو٣ٞ٤خص ا٠ُ ٝٓؼٞح ، حُوي٣ٔش ٝح٤ُٞٗخ٤ٗش

 ٖٓ ٣وَد ٓخ ٌٓ٘ ػخثن ىٕٝ ظِض حُظ٢
 .ٓ٘ش ٕٓٓٓ

 
 

 حُٔٔخثَ ر٘ؤٕ حلاٗٔخ٤ٕٗٞ ًظخرخص حًظ٘خف
. ٝحُلٖ ٝحُلِٔلش ٝحُزلاؿش ٝحُلٌٞٓش حُؼ٤ِٔش
 حُوي٣ٔش، حُل٠خٍحص ٌٛٙ ٓؼَكش طؤػَٝح

 ػ٠ِ ٝك٤خطٚ ٝك٤٘ظٚ، حَُؿَ ػ٠ِ ٝحُظ٘ي٣ي
 .حلأٍٝ

 
 
 
 

 : الإوسبويت انفهسفت
 

 حُؼِٔخ٤ٗش حُل٤خس ك٢ حُـي٣ي حلاٛظٔخّ ٝأىٟ
 ؿخء ح١ٌُ ٝحُٔـظٔغ حُظؼ٤ِْ كٍٞ ُِٔؼظويحص

 ػوي كٌَس حُؼِٔخ٤ٗش،. ٍٝٝٓخ ح٤ُٞٗخٕ ٖٓ
 حُٔٔخثَ حُلٌْ ٣٘زـ٢ لا ح٤ٌُ٘ٔش حٕ حٗٔخ٢ٗ
 حلأٍٓٞ طٞؿٚ إٔ ٣٘زـ٢ ٌُٖٝ حُٔي٤ٗش،
 حُؼَٝس طَحًْ ح٤ٌُ٘ٔش حُىٍٟ. كو٢ حَُٝك٤ش
 ٌُٖٝ حُظؼ٤ِْ ٖٓ ه١ٞ ريػْ حُي٣ٞ٤ٗش، ٝحُِٔغ

 حُِٔٞى ٢ِٔ٣ ًخٕ أٗٚ ٣ٝؼظوي ٓليٝىس،
 .حُٔويّ حٌُظخد هزَ ٖٓ ٝحُٔؼ٣ٞ٘ش حلأهلاه٤ش
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Humanists, however, believed that wealth 
enabled them to do fine, noble deeds, that 
good citizens needed a good, well-rounded 
education (such as that advocated by the 
Greeks and Romans), and that moral and 
ethical issues were related more to secular 
society than to spiritual concerns. 
 
Rebirth of Classical Studies : 
     The rebirth of classical studies contributed 
to the development of all forms of art during 
the Renaissance. Literature was probably the 
first to show signs of classical influence. The 
Italian poet Petrarch (1304-1374) delighted in 
studying the works of Cicero and Virgil, two 
great writers of the Roman age, and he 
modeled some of his own writings on their 
works.  
 
Although he often wrote in Latin, attempting to 
imitate Cicero's style, Petrarch is most 
renowned for his poetry in Italian. As one of 
the first humanists, and as a writer held in high 
esteem in his own time, he influenced the 
spread of humanism--first among his admirers, 
and later throughout the European world.  
 
      The defining concept of the Renaissance 
was humanism, a literary movement that 
began in Italy during the fourteenth century. 
Humanism was a distinct movement because it 
broke from the medieval tradition of having 
pious religious motivation for creating art or 
works of literature.  
 
Humanist writers were concerned with worldly 
or secular  subjects rather than strictly religious 
themes. Such emphasis on the mundane was 
the result of a more materialistic view of the 
world.  

 ٌٓ٘ظٜخ ػَٝس إٔ ٣ؼظوي ًُي، ٝٓغ حلاٗٔخ٤ٕٗٞ،
 ٛ٘خى إٔ حُ٘ز٤ِش، حلأكؼخٍ ، حُـ٤ِٔش حُو٤خّ ٖٓ

 ٝحُظؼ٤ِْ ؿ٤يس، ٛخُل٤ٖ ٓٞح٤٘٣ٖ ا٠ُ كخؿش
 رٜخ ٣٘خى١ حُظ٢ طِي ٓؼَ) ٓوَرش ؿ٤يح

 ًحص ًخٗض ٝحُظ٢ ،(ٝحَُٝٓخٕ حلإؿ٣َن
 ا٠ُ أًؼَ ٝحلأهلاه٤ش حُٔؼ٣ٞ٘ش حُو٠خ٣خ
 .حَُٝك٤ش حُ٘ٞحؿَ ٖٓ حُٔـظٔغ حُؼِٔخ٤ٗش

 
 

 : انكلاسيكيت اندراسبث مه جديدة ولادة
 حُيٍحٓخص ٠ٜٗش ٓخٛٔض ٝهي      

 ك٢ حُلٖ أٌٗخٍ ؿ٤ٔغ ط٣ٞ٤َ ك٢ حٌُلا٤ٌ٤ٓش
 ٖٓ أٍٝ ٍرٔخ حلأىد ًخٕ. ح٠ُٜ٘ش ػَٜ
 ٝحُ٘خػَ. حٌُلا٤ٌ٤ٓش حُظؤػ٤َ ػلآخص أظَٜ

 ٍَٓٔٝ( 7ٖٗٔ-ٖٗٓٔ) رظَحٍى حلا٤٣خ٢ُ
 ٝك٤َؿ٤َ، ٤َٕٗ٘ٝ أػٔخٍ ىٍحٓش ك٢

 حَُٝٓخ٢ٗ، حُؼَٜ ًظخد ًزخٍ ٖٓ ٝحػ٤ٖ٘
 .أػٔخُْٜ ػ٠ِ ًظخرخطٚ رؼٞ ؿَحٍ ػ٠ِ ٝحٗٚ

 
 

 ك٢ ًظذ ٓخ ًؼ٤َح حٗٚ ٖٓ حَُؿْ ػ٠ِ
 أِٓٞد ُظو٤ِي ٓلخُٝش ك٢ حُلاط٤٘٤ش،

 ُ٘ؼَٙ َٜٗس حلأًؼَ ٛٞ ٝرظَحٍى ٤َٕٗ٘ٝ،
 أٍٝ ٖٓ ٝحكيس رخػظزخٍٛخ. حلإ٤٣خ٤ُش رخُِـش

 ػخٍ طوي٣َ ك٢ ػوي ح١ٌُ ًٌٝخطذ حلإٗٔخ٤٤ٖٗ،
 حٗظ٘خٍ ٖٓ ٤ٜٗذ ُٚ ٗلٔٚ، حُٞهض ك٢

 رٚ، حُٔؼـز٤ٖ ر٤ٖ حلأٍٝ  --حلإٗٔخ٤ٗش حُِ٘ػش
 .حلأٍٝٝر٢ حُؼخُْ أٗلخء ؿ٤ٔغ ك٢ رؼي ٝك٤ٔخ

 
 حلإٗٔخ٤ٗش، ح٠ُٜ٘ش ػَٜ طلي٣ي ٓلّٜٞ ًٝخٕ

 هلاٍ ا٤٣خ٤ُخ ك٢ ريأص حُظ٢ حلأىر٤ش ٝحُلًَش
 كًَش حلاٗٔخ٤ٗٚ ًٝخٕ. ػَ٘ حَُحرغ حُوَٕ

 حُؼٍٜٞ طوخ٤ُي ٖٓ ًَٔص لأٜٗخ ٓظ٤ِٔس
 حُلٖ ُوِن ٍٝػش ى٤٘٣ش ىٝحكغ ٝؿٞى ح٠٤ُٓٞ

 .حلأىر٤ش حلأػٔخٍ أٝ
 
 

 ٓغ حلإٗٔخ٤ٗش رخُوِن ٣٘ؼَٕٝ حٌُظخد
 ٖٓ ريلا حُؼِٔخ٤ٗش أٝ حُي٣ٞ٤ٗش حُٟٔٞٞػخص
 حُظ٘ي٣ي ٌٛح ًٝخٕ. ريهش حُي٤٘٣ش حُٟٔٞٞػخص

 حُٔخى٣ش ٖٓ ٣ِٓي ُؼَٝ ٗظ٤ـش حُي٣ٞ٤ٗش ػ٠ِ
 .حُؼخُْ ٖٓ
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Unlike the Medieval Era, Renaissance people 
were concerned with money and the 
enjoyment of life and all its worldly pleasures. 
Humanist writers glorified the individual and 
believed that man was the measure of all 
things and had unlimited potential.  
 
 
      Humanist writers sought to understand 
human nature through a study of classical 
writers such as Plato and Aristotle. They 
believed that the classical writers of Ancient 
Greece and Rome could teach important ideas 
about life, love, and beauty. The revival of 
interest in the classical models of Greece and 
Rome was centered primarily among the 
educated people of the Italian city-states and 
focused on literature and writing.  
 
      During the Middle Ages in Western Europe, 
Latin was the language of the Church and the 
educated people. The Humanist writers began 
to use the vernacular, the national languages 
of a country, in addition to Latin.  
 
 
Some important Italian Humanists are:  
      1 - Giovanni Pico della Mirandola (1463-
1494) was an Italian who lived in Florence and 
who expressed in his writings the belief that 
there were no limits to what man could 
accomplish. 
 

      2 - Francesco Petrarca, known as Petrarch 
(1304-1374) was the Father of Humanism, a 
Florentine who spent his youth in Tuscany and 
lived in Milan and Venice. He was a collector of 
old manuscripts and through his efforts the 
speeches of Cicero and the poems of Homer 
and Virgil became known to Western Europe. 

 ٝػَٜ ح٠٤ُٓٞ، حُوَٕٝ ُلوزش ٝهلاكخ
 ٝحُظٔظغ حُٔخٍ حُٔؼ٤٤ٖ٘ حُ٘خّ ٓغ ح٠ُٜ٘ش
 حٌُظخد طٔـي. حُي٣ٞ٤ٗش حُٔظغ ٝؿ٤ٔغ رخُل٤خس

 ًخٕ حَُؿَ إٔ ٣ٝؼظوي ،ُِلَى حلإٗٔخ٤ٗش
 ؿ٤َ حٌٓخٗخص ًٝخٕ ٢ٗء، ًَ ٓو٤خّ

 .ٓليٝىس
 
 
 

 ح٤ُز٤ؼش كْٜ ا٠ُ حلإٗٔخ٤ٗش ٓؼض حٌُظخد
 حٌُظخد ىٍحٓش هلاٍ ٖٓ حُز٣َ٘ش

. ٝأ٤ٍٓٞ أكلا٣ٕٞ ٓؼَ حٌُلا٤٤ٌ٤ٖٓ
 حٌُظخد رؤٕ حػظوخىْٛ ػٖ ٝأػَرٞح

 ٣ٌٖٔ ٍٝٝٓخ حُوي٣ٔش ح٤ُٞٗخٕ ٖٓ حٌُلا٤٤ٌ٤ٖٓ
 ٝحُلذ حُل٤خس ػٖ ٜٓٔش أكٌخٍ طؼِْ حٕ

 ك٢ حلاٛظٔخّ اك٤خء ًَِٓ ًٝخٕ. ٝحُـٔخٍ
 ك٢ ٍٝٝٓخ ح٤ُٞٗخٕ ٖٓ حٌُلا٤ٌ٤ٓش حُ٘ٔخًؽ
 حُٔي٣٘ش حُيٍٝ ٖٓ حُٔؼول٤ٖ ر٤ٖ حلأٍٝ حُٔوخّ

 .ٝحٌُظخرش حلأىد ػ٠ِ طًَِ ٝحُظ٢ حلا٤٣خ٤ُش
 

 حُـَر٤ش أٍٝٝرخ ك٢ ح٠٤ُٓٞ حُؼٍٜٞ هلاٍ
. ٝحُٔؼول٤ٖ ح٤ٌُ٘ٔش ُـش حُلاط٤٘٤ش ًخٗض ،

 حُؼخ٤ٓش، حٓظويحّ ك٢ ريأص حلإٗٔخ٤ٗش حٌُظخد
 ا٠ُ رخلإٟخكش ُِزِي، ح٤٘٣ُٞش ٝحُِـخص
 .حُلاط٤٘٤ش

 
 

:  هي انهبمت الإيطبنيت الاوسبويىن بعض

 Mirandola ى٣لا ر٤ٌٞ ؿ٤ٞكخ٢ٗ -ٔ
 ػخٕ ح١ٌُ حلا٤٣خ٢ُ ًخٕ( 1463-1494)

 ًظخرخطٚ ك٢ ػ٘ٚ أػَد ٝح١ٌُ كٍِٞٗٔخ ك٢
 ٣ٌٖٔ ُٔخ كيٝى طٞؿي لا أٗٚ حػظوخىٙ ػٖ

 .اٗـخُ َُِؿَ
 
 
 رخْٓ ٝحُٔؼَٝكش رظَحًٍخ، كَح٤ٌ٘ٗٔٞ -ٕ

 ٝحُي ًخٕ( 7ٖٗٔ-ٖٗٓٔ) رظَحٍى
 ك٢ ٗزخرٚ أ٠٠ٓ ح١ٌُ ك٢ٍِٔٗٞ حلاٗٔخ٤ٗٚ،
 ًٝخٕ. ٝحُز٘يه٤ش ٤ٓلاٗٞ ك٢ ٝػخٕ طٌٞٓخٗخ،

 ٖٓ حُوي٣ٔش حُٔو٣ٞ٤خص ؿٔغ ٛٞحس ٖٓ
 ٝهٜخثي ٤َٕٗ٘ٝ ٝه٤ذ ؿٜٞىٙ هلاٍ

 ا٠ُ ٓؼَٝكخ أٛزق ٝك٤َؿ٤َ ٤َّٓٞٛٝ
 .حُـَر٤ش أٍٝٝرخ
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Petrarch's works also led to the rise of people 
known as Civic Humanists, or those individuals 
who were civic-minded and looked to the 
governments of the ancient worlds for 
inspiration. Petrarch also wrote sonnets in 
Italian. Many of these sonnets expressed his 
love for the beautiful Laura. His sonnets greatly 
influenced other writers of the time.  
 
     3 - Leonardo Bruni (1369-1444), who wrote 
a biography of Cicero, encouraged people to 
become active in the political as well as the 
cultural life of their cities. He was a historian 
who today is most famous for The History of 
the Florentine Peoples, a 12-volume work. He 
was also the Chancellor of Florence from 1427 
until 1444. 
 
      4 - Giovanni Boccaccio (1313-1375) wrote 
The Decameron. These hundred short stories 
were related by a group of young men and 
women who fled to a villa outside Florence to 
escape the Black Death. Boccaccio's work is 
considered to be the best prose of the 
Renaissance. 
 
      5 - Baldassare Castiglione (1478-1529) 
wrote one of the most widely read books, The 
Courtier, which set forth the criteria on how to 
be the ideal Renaissance man. Castiglione's 
ideal courtier was a well-educated, mannered 
aristocrat who was a master in many fields 
from poetry to music to sports.  
  
      Humanism had far-reaching effects 
throughout Italy and Europe. The advent of 
humanism ended the church dominance of 
written history. Humanist writers secularized 
the view of history by writing from a non-
religious viewpoint. 

 ٖٓ حلاٍطلخع ا٠ُ رظَحٍى أػٔخٍ أىص ًٔخ
 أُٝجي أٝ حُٔي٤ٗش، حلاٗٔخ٤ٕٗٞ ٣ؼَف حُ٘خّ

 حُظل٤ٌَ ك٢ حُٔي٤ٗش ًخٗٞح ح٣ٌُٖ حلأكَحى
 .ُلإُٜخّ حُوي٣ْ حُؼخُْ كٌٞٓخص ا٠ُ ٝط٤ِؼض
. حلا٤٣خ٤ُش ك٢ حُٔٞٗخطخص أ٠٣خ ًظذ رظَحٍى
 ٍُٞح كزٚ حُٔٞٗخطخص ٌٛٙ ٖٓ حُؼي٣ي ٝأػَد

 ؿ٤َٙ ػ٠ِ ًز٤َ طؤػ٤َ ُٚ حُٔٞٗخطخص. ؿ٤ِٔش
 .حُٞهض ًُي ك٢ حٌُظخد ٖٓ

 
-9ٖٙٔ) ر٢َٗٝ ٤ُٞٗخٍىٝ ٝٗـغ -ٖ

 ٝحُ٘خّ ٤َٕٗ٘ٝ، ٤َٓس ًظذ ح١ٌُ ،(ٗٗٗٔ
 ًٌُٝي ح٤ُٔخ٢ٓ حُٔـخٍ ك٢ ٤٘ٗش ُظٜزق
 ٓئٍم ًٝخٕ. ٖ  --ُِٔيْٜٗ حُؼوخك٤ش حُل٤خس

 حلأًؼَ ٛٞ ح٤ُّٞ حُؼخ٤ُٔش حُٜلش ٓ٘ظٔش
  -ٕٔ ػَٔ كٍِٞٗٔخ، حُ٘ؼٞد ُظخ٣ٍن َٜٗس
 ٖٓ كٍِٞٗٔخ حُٔٔظ٘خٍ ًخٕ ًٔخ. كـْ

 .ٗٗٗٔ كظ٠ 7ٕٗٔ
 
 
-ٖٖٔٔ) رًٞخط٤٘ٞ ؿ٤ٞكخ٢ٗ ًظذ -ٗ

 ٌٛٙ ٝطظَٜ. ٗ  --ٝى٣ٌخ٤َٕٓٝ( 7ٖ٘ٔ
 ٖٓ ٓـٔٞػش هزَ ٖٓ ه٤َٜس ٓجخص حُوٜٚ

 هخٍؽ ك٤لا ح٠ُ كَٝح ح٣ٌُٖ ٝحُ٘خرخص حُ٘زخٕ
 ٣ؼظزَ. حلأٓٞى حُٔٞص ٖٓ َُِٜٝد كٍِٞٗٔخ

 ك٢ حُ٘ؼَ أك٠َ ٤ٌُٕٞ رًٞخط٤٘ٞ حُؼَٔ
 .ح٠ُٜ٘ش ػَٜ

 
 ًخٓظ٤ـ٤ِٕٞ Baldassare ًظذ -٘

 حٌُظذ أًؼَ ٖٓ ٝحكي( 9ٕ٘ٔ-78ٗٔ)
 حُلخ٤ٗش، ٍؿَ ىٍٝ ٝحٓغ، ٤ٗخم ػ٠ِ هَحءس
 حَُؿَ ٣ٌٕٞ ٤ًق ر٘ؤٕ ٓؼخ٤٣َ طليى حُظ٢

 حُزلا١ ًٝخٕ. ٘  --ح٠ُٜ٘ش حُٔؼخ٢ُ
 ٌٜٓد ؿ٤يح، ٝطؼ٤ِٔخ ٓؼخ٤ُش ًخٓظ٤ـ٤ِٕٞ

 ىٍؿش ػ٠ِ ًخٕ ح١ٌُ حلأٍٓظوَح٢٣
 ٖٓ حُٔـخلاص ٖٓ حُؼي٣ي ك٢ حُٔخؿٔظ٤َ

 .ح٣َُخٟش ا٠ُ ح٤ُٓٞٔو٠ ا٠ُ حُ٘ؼَ
 

 ؿ٤ٔغ ك٢ حُٔيٟ رؼ٤يس آػخٍ حلاٗٔخ٤ٗٚ ًٝخٕ
 ظٍٜٞ ٝحٗظٜض. ٝأٍٝٝرخ ح٤٣خ٤ُخ أٗلخء

 حُظخ٣ٍن ٖٓ ح٤ٌُ٘ٔش ٤ٛٔ٘ش حلإٗٔخ٤ٗش
 ٝؿٜش حلإٗٔخ٤ٗش حٌُظخد ٓؼِٖٔ. حٌُٔظٞد

 ٝؿٜش ٖٓ حٌُظخرش هلاٍ ٖٓ حُظخ٣ٍن ٗظَ
 .ى٤٘٣ش ؿ٤َ ٗظَ
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      The Humanists also had a great effect on 
education. They believed that education 
stimulated the creative powers of the 
individual. They supported studying grammar, 
poetry, and history, as well as mathematics, 
astronomy, and music. Humanists promoted 
the concept of the well-rounded, or 
Renaissance man, who was proficient (well 
skilled) in both intellectual and physical 
endeavors.  
 
Humanism is a concept that has changed since 
the sixteenth century. Its original meaning was 
the belief in the validity of the human spirit 
that coincided with piety for God. Now, 
humanism refers to the glorification of man. 
The passing of time has transformed the 
concept of love, also. In our present society, 
one "loves" pizza or one "loves" a spouse.  
Currently, love encompasses a vast majority of 
ideas and intensities.  
 
The sonnets and poems of Surrey, Sidney, 
Spenser, and Wyatt consider love as a 
consuming passion. To the sixteenth century 
poet, love is a powerful force that creates 
misery, but surpasses the pain to be a worthy 
endeavor.  
 
Love is a personified superior entity which 
must be obeyed. In Wyatt's The Love That in 
My Thought Doth Harbor, love is his "master" 
(441; ln. 12). His master controls his heart, and 
endeavors to reign. Even when love retreats in 
fear from shame the poet still supports him.  
 
 
           In Astrophil and Stella, love's decrees 
must be followed, since they have such power 
(Sidney 460; sonnet 2, ln. 4).  

 ػ٠ِ ًز٤َ طؤػ٤َ ُٜخ ًخٕ أ٠٣خ حلاٗٔخ٤ٕٗٞ
 حُظؼ٤ِْ رؤٕ حػظوخىْٛ ػٖ ٝأػَرٞح. حُظؼ٤ِْ

 ػٖ ٝأػَرٞح. ُِلَى حلإريحػ٤ش حُوٟٞ كلِ
 ٝحُ٘ؼَ حُِـش هٞحػي ىٍحٓش طؤ٤٣يْٛ

 ٝحُلِي ح٣َُخ٤ٟخص ػٖ ك٠لا ٝحُظخ٣ٍن،
 ٓلّٜٞ حلاٗٔخ٤ٕٗٞ ٍٝؿض. ٝح٤ُٓٞٔو٠

 ح١ٌُ حَُؿَ ح٠ُٜ٘ش ػَٜ أٝ ؿ٤يح، طو٣َذ
 حُٔٔخػ٢ ًَ ك٢( أ٠٣خ حَُٜٔس) ٣ظوٖ ًخٕ

 .ٝحُـٔي٣ش حُل٣ٌَش
 
 
 

 ٌٓ٘ ٣ظـ٤َ ُْ ح١ٌُ حُٔلّٜٞ ٛٞ حلإٗٔخ٤ٗش
 حلأ٢ِٛ ٓؼ٠٘ ًٝخٕ. ػَ٘ حُٔخىّ حُوَٕ

 حُظ٢ حُز٣َ٘ش َُِٝف ٛلش ك٢ حلاػظوخى
 ، ح٥ٕ. حلله ٓز٤َ ك٢ حُظوٟٞ ٓغ طِحٓ٘ض

 طلُٞض. َُِؿَ طٔـ٤ي ا٠ُ ٤٘٣َ ٝحلإٗٔخ٤ٗش
 ك٢. أ٠٣خ حُلذ، ٓلّٜٞ حُٞهض رٍَٔٝ

 أٝ حُز٤ظِح" ٣لذ" ٝحكي حُلخَٟ، ٓـظٔؼ٘خ
 .حُِٝؽ" ٣لذ" ٝحكي
 ٖٓ حُؼظ٠ٔ حُـخُز٤ش ٣َ٘ٔ ٝحُلذ كخ٤ُخ،

 .ٝٗيس حلأكٌخٍ
 

 ، ٤ٓي٢ٗ ٓخ١ٍ، ٖٓ ٝهٜخثي حُٔٞٗخطخص
 ٝحُؼخ٣لش حُلذ ٝح٣ض ك٢ ٝحُ٘ظَ ٝٓزَ٘ٔ،

 ػَ٘، حُٔخىّ حُوَٕ ُِ٘خػَ. ٣ٞ٣لا
 أُْ ٌُٖٝ حُزئّ، طوِن حُظ٢ حُوٞس ٛٞ ٝحُلذ
 .حُ٘ز٤َ حُٔٔؼ٠ ٣ٌٕٞ إٔ ٣ظـخُٝ

 
 
 

 إٔ ٣ـذ ح١ٌُ ٓظلٞهش ؿٔي ٤ًخٕ ٛٞ حُلذ
 رِي١ أُؼَ ك٢ ح١ٌُ حُلذ ٝح٣ض ك٢. ٤٣خع

 ؛ٔٗٗ" )٤ٓي" ُٚ ٛٞ ٝحُلذ حُلٌَ، ٛخٍرٍٞ
 هِزٚ ٟٞحر٢ ٤ٓيٙ(. حُـ٤ٔ٘ش هخٕٗٞ ٖٓ ٕٔ

 ػ٘يٓخ ٝكظ٠. ػٜي ا٠ُ حَُح٤ٓش ٝحُٔٔخػ٢ ،
 ٓخ حُ٘خػَ حُؼخٍ ٖٓ هٞكخ حُلذ ٣ظَحؿغ

 .ػ٤ِٚ ٣ؼظٔي ُحٍ
 

 ٣ظزغ إٔ ٣ـذ ٝٓظ٤لا، Astrophil ك٢

 ح٤ُِٔش ٌٛٙ ٓؼَ ُي٣ْٜ لإٔ حُلذ، حَُٔح٤ْٓ
 هخٕٗٞ ٖٓ ٗ ،ٕ حُٔٞٗخطش ؛ٓٙٗ ٤ٓي٢ٗ)

 (.حُـ٤ٔ٘ش
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Love can act such as wringing (squeeze or 
twist) one's heart and giving wounds (Surrey 
452; ln. 6; Sidney 460; sonnet 2, ln. 2). Love 
possesses one's self to produce much affliction 
(pain). Wyatt wrote a poem, Farewell Love, to 
express his tumultuous emotions. He desired 
for love to leave him after years of suffering at 
love's mercy (Wyatt 440).  
 
In My Lute, Awake, Wyatt addresses love as an 
illness: "I am past remedy" (442; ln.14). Wyatt 
also desires to watch his former love suffer for 
the pain she inflicted on him. Surrey considers 
love the reason for his discomfort in Alas! So 
All Things Now Do Hold Their Peace (452; ln. 
11). Sidney endeavors to ignore love, yet at the 
same time "with a feeling skill I paint my hell" 
(460; sonnet 2, ln. 13-4). 
 
 Love's pain produces a type of hell and a 
disease for those ensnared (trapped) that 
cannot be ignored. The misery love produces 
cannot surpass the benefit of love. 
 
 Surrey considers love his lord and writes "Yet 
from my lord shall not my foot remove: Sweet 
is the death that taketh end by love" (451; ln. 
13-4). Death is even pleasurable if caused from 
love. Sidney addresses love by writing, "I call it 
praise to suffer tyranny" (460; ln. 11).  
 
Later in Astrophil and Stella, Sidney says that 
love's effect caused anguish (extreme anxiety), 
but that "the cause more sweet could be" (471; 
sonnet 87, ln. 12-3). The rule of love is still 
worthy of praise, regardless of the affliction.  
        
      According to Spenser's Amoretti, "love is 
the lesson which the Lord us taught" (737; 
sonnet 68, ln. 14).  

 ٟـ٢) ٗلَى ٓؼَ طظَٜف إٔ ٣ٌٖٔ حُلذ
 حُـَٝف ٝحػ٤خء ٝحكي هِذ( ط٣ٞٔض أٝ
 ٤ٓي٢ٗ حُـ٤ٔ٘ش؛ هخٕٗٞ ٖٓ ٙ ؛ٕ٘ٗ ٓخ١ٍ)

(. حُـ٤ٔ٘ش هخٕٗٞ ٖٓ ٕ ،ٕ حُٔٞٗخطش ؛ٓٙٗ
 رٌؼ٤َ كظ٘ش لاٗظخؽ حٌُحط٤ش حَُٔء ٣ِٔي حُلذ

 حُلذ، ٝىحػخ ٝح٣ض، ه٤ٜيس ًظذ(. حلأُْ)
 حٗٚ ٝهخٍ. ٤٠َٓرش ٓ٘خػَٙ ػٖ ُِظؼز٤َ

 ٖٓ ٓ٘ٞحص رؼي ُظًَٚ ُِلذ حَُٔؿٞس
 (.ٓٗٗ ٝح٣ض) ٝحَُكٔش حُلذ ك٢ حُٔؼخٗخس

 
 حُلذ ح٣خص ػ٘خ٣ٖٝ حٓظ٤وظ، ػٞى١، ك٢

 ؛ٕٗٗ" )حُٔخ٢ٟ ػلاؽ حٗخ: " ٝحَُٔٝ
ln.14 .)كزٚ ُٔ٘خٛيس أ٠٣خ حَُؿزخص ٝح٣ض 

 ٓخ١ٍ. رٚ ُلوض ح١ٌُ حلأُْ ُِظؼخ٢ٗ حُٔخرن
 ك٢ ُٚ حَُحكش ػيّ ٓزذ حُلذ طَٟ

 حُٔلاّ ػوي ح٥ٕ حلأٍٓٞ ًَ ٌُُي! حكَٔطخٙ
(. حُـ٤ٔ٘ش هخٕٗٞ ٖٓ ٔٔ ؛ٕ٘ٗ) ر٤ٜ٘ٔخ
 ٗلْ ك٢ ٌُٖٝ حُلذ، ُظـخَٛ طٔؼ٠ ٤ٓي٢ٗ
 حُـل٤ْ أٍْٓ ٗؼٍٞ ٜٓخٍس ُي٣ْٜ" حُٞهض
 حُـ٤ٔ٘ش هخٕٗٞ ،ٕ حُٔٞٗخطش ؛ٓٙٗ" )رلاى١

ٖٔ-ٗ.) 
 َٝٓٝ حُـل٤ْ ٖٓ ٗٞع ٝط٘ظؾ حُلذ أُْ

 ٣ٌٖٔ لا حُظ٢( حُٔلخ٣َٖٛ) ١ٍٞٓ ٌُٜٙ
 حُزئّ ط٘ظؾ إٔ ٣ٌٖٔ لا حُلذ. طـخِٜٛخ
 .حُلذ ٖٓ حلآظلخىس طظـخُٝ

 
 ٖٓ ٌُٖٝ" ٣ٌٝظذ ٍرٚ حُلذ طَٟ ٓخ١ٍ

 حُٔٞص ٛٞ حُلِٞ:  اُحُش هي٢ٓ ٝلا ٍر٢
 هخٕٗٞ ؛ٔ٘ٗ" )حُلذ ٜٗخ٣ش ٣ؤهٌ ح١ٌُ

 ُٞ كظ٠ ٓٔظؼش ٛٞ حُٔٞص(. ٗ-ٖٔ حُـ٤ٔ٘ش
 ػٖ حُلذ ٤ٓي٢ٗ ػ٘خ٣ٖٝ. حُلذ ٖٓ طٔزذ
 طؼخ٢ٗ حُلٔي أ٤ٜٔٓخ ٝأٗخ" حٌُظخرش، ٣َ٣ن

 (.حُـ٤ٔ٘ش هخٕٗٞ ٖٓ ٔٔ ؛ٓٙٗ" )حلآظزيحى
 

 ٤ٓي٢ٗ ٝٓظ٤لا، Astrophil لاكن ٝهض ك٢

 حٌَُٝد ٓززخ ًخٕ حُلذ إٔ ٓلخىٛخ ٣وٍٞ
 ٣ِٓي ك٢ ٣ظٔزذ" إٔ ٌُٖٝ ،(حُ٘ي٣ي حُوِن)

 حُٔٞٗخطش ؛7ٔٗ" ) ٣ٌٕٞ إٔ ٣ٌٖٔ حُلِٞ ٖٓ
 لا حُلذ ٤ٓخىس(. ٖ-ٕٔ حُـ٤ٔ٘ش هخٕٗٞ ،87

 ػٖ حُ٘ظَ ٝرـٞ ، حُؼ٘خء ٣ٔظلن ٣ِحٍ
 .كظ٘ش
 ٛٞ حُلذ"ٝ ٓزَ٘ٔ، Amorettiٍ ٝكوخ

 " حَُد ُ٘خ ٣يٍّ ح١ٌُ حُيٍّ
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Love would be desirous because God uses it to 
teach us. Love painfully invaded the lives of the 
poets, but resulted in an eventual joy, even if 
the joy was at death. Love dominated their 
poetry as it dominated their lives. 
 
 Today, our spouses may afflict our emotions, 
but love of pizza will probably never leave a 
deep emotional attachment. Our society has 
downgraded love in our life from what was 
considered the normal experience. Despite the 
hermeneutical transformation applied to the 
concept of love, the words of the nineteenth 
century poet Tennyson ring true today as they 
would have in the sixteenth century: "'tis 
better to have loved and lost, than to have 
never loved at all" (qtd. in Stevenson 1463).  
 
 
      In the Renaissance, the highest cultural 
values were usually associated with active 
involvement in public life, in moral, political, 
and military action, and in service to the state. 
Of course, the traditional religious values 
coexisted with the new secular values; in fact, 
some of the most important Humanists, like 
Erasmus, were Churchmen. Also, individual 
achievement, breadth of knowledge, and 
personal aspiration (as personified by Doctor 
Faustus) were valued.  
 
 
The concept of the "Renaissance Man" refers 
to an individual who, in addition to 
participating actively in the affairs of public life, 
possesses knowledge of and skill in many 
subject areas. (Such figures included Leonardo 
Da Vinci and John Milton, as well as Francis 
Bacon, who had declared, "I have taken all 
knowledge to be my province.")  

 ٣ٔظويّ حلله لإٔ ٜٓ٘خ ٍؿزش طٌٕٞ إٔ أكذ
 رَ حُ٘ؼَحء، ك٤خس ؿِص ٓئُْ حُلذ. ٤ُؼِٔ٘خ

 ُٞ كظ٠ حُلَف، ح٤ُٔخف ٜٗخ٣ش ك٢ حلأَٓ إ
 حُلذ ٤٤َٓ. حُٔٞص ك٢ حُلَف ًخٕ

 .ك٤خطْٜ ػ٠ِ ٤ٜ٣ٖٔ ًٔخ هٜخثيْٛ
 

 ػٞح٣ل٘خ، ُي٣٘خ حُِٝؿ٤ٖ ط٤ٜذ هي ح٤ُّٞ،
 حُظؼِن حطَى ُٖ ٍرٔخ حُز٤ظِح ٖٓ حُلذ ٌُٖٝ

 ك٤خط٘خ ك٢ حُلذ ٓـظٔؼ٘خ هل٠ض. حُؼخ٣ل٢
 حَُؿْ ػ٠ِ. ػخى٣ش طـَرش ٣ؼظزَ ًخٕ ٓخ ٖٓ
 ٓلّٜٞ ػ٠ِ ط٤ز٤وٜخ حُظؤ٢ِ٣ٝ حُظلٍٞ ٖٓ

 ػَ٘ حُظخٓغ حُوَٕ حُلِزش ًلاّ حُلذ،
 ػ٤ِْٜ ًخٕ ًٔخ ح٤ُّٞ ٛل٤لخ ٗخػَ ط٤٘٤ٕٔٞ

 حلأك٠َ ط٤ْ' : " ػَ٘ حُٔخىّ حُوَٕ ك٢
 ٣ٌٕٞ إٔ ٖٓ ريلا ٝهَٔ، ٓلزٞرخ ٣ٌٕٞ إٔ
 (.ٖٙٗٔ ك٢ ٓظ٤لٕ٘ٔٞ. qtd") أريح طلذ لا

 
 
 
 

 رٜخ ٣َطز٢ ٓخ ٝػخىس ح٠ُٜ٘ش، ػَٜ ك٢
 ك٢ ح٤ُ٘٘ش حُٔ٘خًٍش ٓغ حُؼوخك٤ش حُو٤ْ أػ٠ِ
 حلأهلاه٤ش حُؼَٔ ك٢ ، حُؼخٓش حُل٤خس

. ُِيُٝش ٝهيٓش ، ٝحُؼ٣ٌَٔش ٝح٤ُٔخ٤ٓش،
 حُظو٤ِي٣ش حُي٤٘٣ش حُو٤ْ طؼخ٣٘ض ، حُلخٍ ر٤ز٤ؼش

 كبٕ حُٞحهغ، ٝك٢ حُـي٣يس، حُؼِٔخ٤ٗش حُو٤ْ ٓغ
 ح٣َحّٓٔٞ، ٓؼَ أْٛ، حلاٗٔخ٤ٕٗٞ رؼٞ

 ه٤ٔش رِـض كوي أ٠٣خ،. ح٤ٌُ٘ٔش ٍٝؿخٍ
 ٝح٤ُٔٞف حُٔؼَكش ٝحطٔخع حُلَى١، حلإٗـخُ

 كخٝٓض ؿٔي ح١ٌُ حُ٘لٞ ػ٠ِ) حُ٘و٢ٜ
 (.٣ز٤ذ

 
 

 كَى، ا٠ُ ٤٘٣َ"ح٠ُٜ٘ش ػَٜ ٍؿَ" ٓلّٜٞ
 ٗئٕٝ ك٢ ر٘٘خ١ حُٔ٘خًٍش ا٠ُ رخلإٟخكش

 ك٢ ٝحُٜٔخٍس حُٔؼَكش ٣ٝٔظِي ، حُؼخٓش حُل٤خس
 حلأٍهخّ ٌٛٙ. )ًؼ٤َس حُوخٟؼش حُٔ٘خ٣ن

 ٤ِٓظٕٞ، ٝؿٕٞ ك٢٘٘٤ ىح ٤ُٞٗخٍىٝ طَ٘ٔ
 هي ًخٕ ح١ٌُ ر٤ٌٕٞ، ك٤َْٔٗ ػٖ ك٠لا
 إٔ حُٔؼخٍف ؿ٤ٔغ حطوٌص ُوي" أػِٖ،

 ".(ٓوخ٣ؼظ٢
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      Nevertheless, individual aspiration was not 
the major concern of Renaissance Humanists, 
who focused rather on teaching people how to 
participate in and rule a society (though only 
the nobility and some members of the middle 
class were included in this ideal). Overall, in 
consciously attempting to revive the thought 
and culture of classical antiquity, perhaps the 
most important value the Humanists extracted 
from their studies of classical literature, 
history, and moral philosophy was the social 
nature of humanity.  
 
      A common oversimplification of Humanism 
suggests that it gave renewed emphasis to life 
in this world instead of to the otherworldly, 
spiritual life associated with the Middle Ages. 
Oversimplified as it is, there is nevertheless 
truth to the idea that Renaissance Humanists 
placed great emphasis upon the dignity of man 
and upon the expanded possibilities of human 
life in this world. For the most part, it regarded 
human beings as social creatures who could 
create meaningful lives only in association with 
other social beings.  
      
      In the terms used in the Renaissance itself, 
Humanism represented a shift from the 
"contemplative life" to the "active life." In the 
Middle Ages, great value had often been 
attached to the life of contemplation and 
religious devotion, away from the world 
(though this ideal applied to only a small 
number of people).  
 
Humanism: An intellectual movement 
originating in renaissance Italy that encouraged 
the fresh study of classical literature, and 
which emphasized the importance of learning 
as a means of improving one’s  self. 

 ٜٓيٍ ٤ُْٝ حُلَى ٣ٔٞف كبٕ ًُي، ٝٓغ
 ، ح٠ُٜ٘ش ػَٜ حلاٗٔخ٤ٕٗٞ ٖٓ ًز٤َ هِن

 حُ٘خّ طؼ٤ِْ ػ٠ِ ًُي ٖٓ ريلا ًٍِ ح١ٌُ
 ػ٠ِ) ٝحُٔـظٔغ حُلٌْ ك٢ حُٔ٘خًٍش ٤ًل٤ش
 ٝرؼٞ حُ٘زلاء كو٢ أىٍؿض ٖٓ حَُؿْ

 حُٔؼَ ٌٛح ك٢ ح٠٤ُٓٞ ح٤ُزوش حػ٠خء
 ٝحػ٤ش ٓلخُٝش ك٢ ، ٝػٔٞٓخ(. حلأػ٠ِ
 حٌُلا٤ٌ٤ٓش حُؼٍٜٞ ٝػوخكش كٌَ لإك٤خء

 حلاٗٔخ٤ٕٗٞ حٓظوَحؽ ه٤ٔش أْٛ ُٝؼَ حُوي٣ٔش،
 ٝحُظخ٣ٍن حٌُلا٢ٌ٤ٓ ُلأىد ىٍحٓظْٜ ٖٓ

 ٤ُِز٤ؼش ٝحلاؿظٔخػ٤ش حلأهلاه٤ش ٝحُلِٔلش
 .حلإٗٔخ٤ٗش

 
 

 أػ٠٤ رؤٕ ٣ٞك٢ حلاٗٔخ٤ٗٚ حُٔ٘ظًَش طز٤٤ٔخ
 ريلا حُؼخُْ ٌٛح ك٢ حُل٤خس ػ٠ِ حُظؤ٤ًي طـي٣يٙ

 حَُٔطز٤ش حَُٝك٤ش ٝأه١َٝ ، حُل٤خس ٖٓ
 ٝٓغ ٛٞ، ًٔخ حُظز٢٤ٔ. ح٠٤ُٓٞ حُؼٍٜٞ

 ح٠ُٜ٘ش ػَٜ إٔ ُلٌَس حُلو٤وش ٛ٘خى ًُي
 ًَحٓش ػ٠ِ ًز٤َ رٌَ٘ حُظ٤ًَِ حلاٗٔخ٤ٕٗٞ

 ك٢ حُظٞٓغ آٌخ٤ٗخص ػ٠ِ ٝر٘خء حلإٗٔخٕ،
 ُِـِء رخُ٘ٔزش. حُؼخُْ ٌٛح ك٢ حلإٗٔخٕ ك٤خس

 ًٔوِٞهخص حُزَ٘ ا٤ُٜخ ٣٘ظَ حلاًزَ،
 ًحص ك٤خس طوِن إٔ ٣ٌٖٔ ح١ٌُ حلاؿظٔخػ٢

 حٌُخث٘خص ٓغ رخلاٗظَحى كو٢ ٓؼ٠٘
 .حلأهَٟ حلاؿظٔخػ٤ش

 
 ػَٜ ك٢ حُٔٔظويٓش ح٤ُِٜٔلخص ك٢

 ٖٓ طلٞلا ٣ٔؼَ ، ًحطٚ كي ك٢ ح٠ُٜ٘ش
 حُل٤خس" ا٠ُ" حُظؤ٤ِٓش حُل٤خس" حلاٗٔخ٤ٗٚ
 ًؼ٤َح ًٝخٕ ح٠٤ُٓٞ، حُؼٍٜٞ ك٢". ح٤ُ٘٘ش

 ك٤خس ػ٠ِ طؼِن ًز٤َس ه٤ٔش ًحص ًخٗض ٓخ
 حُؼخُْ ػٖ رؼ٤يح ٝحُي٤٘٣ش، ٝحلإهلاٙ حُظؤَٓ

 ط٤ز٤وٜخ حلأػ٠ِ حُٔؼَ ٌٛح ٖٓ حَُؿْ ػ٠ِ)
 (.حُ٘خّ ٖٓ كو٢ ه٤َِ ػيى ػ٠ِ

 
 

 : حلإٗٔخ٤ٗش
 ا٤٣خ٤ُخ ك٢ حُ٘خٗجش حُل٣ٌَش حُلًَش ٝٗيى  

 ىٍحٓش ػ٠ِ ٗـغ ح١ٌُ ح٠ُٜ٘ش ػَٜ
 ػ٠ِ ٝحُظ٢ حٌُلا٢ٌ٤ٓ، حلاىد ٖٓ ؿي٣يس
 .حٌُحص ُظل٤ٖٔ ٤ًِٓٞش حُظؼ٤ِْ أ٤ٔٛش
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Lecture 14 

The Country-House Poem  

The Country-house poem : 
The English ‘country-house’ poem was an 
invention of the early seventeenth century and 
is defined by its  praise  of a country-house 
estate and its (usually male) owner. 
 

Country house poetry is a sub-genre of 
Renaissance poetry and was first written during 
the Seventeenth  century. It was closely linked 
to patronage poetry, in which poets 
(sometimes outrageously) flattered patrons in 
order to gain sponsorship and status. 
 
 At this time, many houses were built in the 
countryside  as a display of wealth, and as a 
retreat for the courtier when overwhelmed by 
the court and city life. Country houses were 
not, originally, just large houses in the 

 country in which rich people lived.  
 
Essentially  they were power houses - the 
houses of a ruling class. As such they could 
work at the local level of a manor house, the 
house of a squire who was a little king in his 
village and ran the county. They could work at 
a local and national level as the seat of a 
landowner who was also a member of 
parliament. 
 
       Basically, people did not live in country 
houses unless they either possessed power, or, 
by setting up in a country house, were making 
a bid to possess it. Country house poems 
generally consisted of complimentary 
descriptions of the said country house and its 
surrounding area which often contained 
pastoral detail, and praised cultivated nature. 

 : انقصيدة بيج انبهد 
 ٓـِْ ك٢ رِي' حلا٣ِ٤ٌِٗش حُو٤ٜيس ًخٗض

 حُٔخرغ حُوَٕ أٝحثَ حهظَحع ٢ٛ حُ٘ٞحد
 حُلُٞس ٖٓ حُٔي٣ق ُٜخ ٣ليىٛخ ٝحُظ٢ ػَ٘،

 (.ػخىس ًًَ) ٝٛخكزٚ حُز٤ض رِي
 

 ُِ٘ؼَ حُلَػ٢ حُ٘ٞع ٛٞ حُز٤ض حُ٘ؼَ رِي
 هلاٍ َٓس لأٍٝ ًظذ ٝهي ح٠ُٜ٘ش، ػَٜ
 حٍطزخ٣خ َٓطز٤خ ًخٕ. ػَ٘ حُٔخرغ حُوَٕ
 ك٢ ٤٘ٗغ) حُ٘ؼَحء ح١ٌُ حُ٘ؼَ، ٍػخ٣ش ٝػ٤وخ

 حؿَ ٖٓ رخلا٣َحء ٍػخس( حلأك٤خٕ رؼٞ
 .ٌٝٓخٗظٜخ حَُػخ٣ش ػ٠ِ حُلٍٜٞ

 
 ك٢ حُٔ٘خٍُ ٖٓ حُؼي٣ي ر٘خء طْ حُٞهض، ٌٛح

 ٝٗظ٤ـش ُِؼَٝس، ػَٝ ك٤غ.. ح٣َُق
 ك٤خس ػ٤ِٜخ ط٤ـ٠ ػ٘يٓخ حُزلا١ ػٖ ُظَحؿغ
 ك٢ لا، حُزِي حُٔ٘خٍُ ًٝخٗض. ٝحُٔي٣٘ش حُزلا١

 ك٢ كو٢ ًز٤َس ٝٓ٘خٍُ حلأَٛ،
 .حلأؿ٤٘خء ٣ؼ٤ٖ ح١ٌُ حُزِي  
 
 

 ر٤ٞص  --هٞس حُٔ٘خٍُ أْٜٗ أٓخٓخ ًخٗض
 إٔ ٣ٌٖٔ حُ٘لٞ ٌٛح ػ٠ِ. حُلخًٔش ح٤ُزوش
 ٍِٓ٘ ٖٓ حُٔل٢ِ حُٔٔظٟٞ ػ٠ِ طؼَٔ

 حُِٔي ًخٕ ح١ٌُ ٣ٌَٞٓ أكي ٍِٓ٘ ٓخٍٗٞ،
 ٣ٌٖٝٔ. ٓوخ٣ؼش ًٍٝٞ ه٣َظٚ ك٢ حُٜـ٤َ

 ، ٝح٢٘٣ُٞ حُٔل٢ِ حُٔٔظٟٞ ػ٠ِ حُؼَٔ إٔ
 أ٠٣خ ًخٕ ح١ٌُ حلأٍح٢ٟ ٓلاى أكي ٓوَ

 .حُزَُٔخٕ ك٢ ػ٠ٞح
 
 

 ٓ٘خٍُ ك٢ ٣ؼ٤ٕ٘ٞ حُ٘خّ ٣ٌٖ ُْ أٓخٓخ،
 ػٖ أٝ ح٤ُِٔش، آخ طٔظِي ًخٗض اًح الا حُزلاى

 ٓلخُٝش طزٌٍ ٣ٍل٢، ٍِٓ٘ ك٢ اهخٓش ٣َ٣ن
 ٍِٓ٘ حُزِي ػٔٞٓخ طظؤُق هٜخثي. ُظٔظٌِٞٛخ
 ٝهخٍ حُزلاى حٍُِٔ٘ ٖٓ ٓـخ٤ٗش حلأٝٛخف
 طَى ٓخ ًؼ٤َح ٝحُظ٢ رٜخ حُٔل٤٤ش ٝح٤ُ٘ٔوش
 حٍُِٔٝػش ٝأٗخى حَُػ٣ٞش، حُظلخ٤َٛ
 .ح٤ُز٤ؼش
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 The purpose of the central part of this essay is 
to assess the effectiveness of Renaissance 
'country house' poetry as social criticism. 
 
       Country house poems were written to 
flatter and please the owner of the country 
house. Why did poets do this? Until the 
nineteenth century the wealth and population 
of England lay in the country rather than the 
towns; landowners rather than merchants 
were the dominating class.  
 
Even when the economic balance began to 
change, they were so thoroughly in control of 
patronage and legislation, so strong through 
their inherited patronage and expertise that 
their political and social supremacy continued.  
 
       As a result, from the Middle Ages until the 
nineteenth century anyone who had made 
money by any means, and was ambitious for 
himself and his family, automatically invested 
in a country estate. Poets tried to gain the 
favour and patronage of these landowners 
through praise of their homes. 
 
 Ben Jonson : 
       Ben Jonson's country house poem To 
Penshurst was written to celebrate the Kent 
estate of Sir Robert Sidney, Viscount Lisle, later 
earl of Leister (father of Mary Wroth). The 
poem idealises country life and sets up an 
opposition between the city and the country. 
The title To Penshurst indicates that the poem 
is a gift, in praise of Penshurst.  
 
Jonson begins by telling us what Penshurst is 
not: Thou art not, Penshurst, built to envious 
show . . . nor can boast a row of polish'd pillars  
. . . thou hast no latherne.  

 ٌٛح ٖٓ أٓخ٤ٓخ ؿِءح ٌٛح ٖٓ ٝحُـَٝ
 حُزلاى ٍِٓ٘ حُ٘ؼَ كؼخ٤ُش ُظو٤٤ْ ٛٞ حُٔوخٍ
 .حلاؿظٔخػ٢ ٝحُ٘وي ح٠ُٜ٘ش ػَٜ

 
 طِٔن ا٠ُ ٣ٍل٢ ٍِٓ٘ هٜخثي ٌٓظٞرش ًخٗض

 ُٔخًح. حُزلاى حُز٤ض ٛخكذ ٖٓ ٣َٝؿ٠
 حُظخٓغ حُوَٕ كظ٠ رٌُي؟ حُو٤خّ حُ٘ؼَحء

 ك٢ طٌٖٔ اٗـِظَح ك٢ ٝحٌُٔخٕ حُؼَٝس ػَ٘
 حلأٍح٢ٟ ٓلاى ؛ حُٔيٕ ٖٓ ريلا حُزلاى

 .ح٤٤َُٔٔس ح٤ُزوش ٖٓ ريلا ٝحُظـخٍ
 
 
 

 ُِظـ٤٤َ حلاهظٜخى١ حُظٞحُٕ ريأ ػ٘يٓخ ٝكظ٠
 ٍػخ٣ش ػ٠ِ ح٤٤َُٔس ك٢ ريهش ًُٝي ،

 ه٣ٞش ٍػخ٣ش هلاٍ ٖٓ ًُٝي ، ٝحُظ٣َ٘ؼخص
 ح٤ُٔخ٢ٓ طلٞهٜخ حُظ٢ ٝحُوزَحص ٍٓٞػْٜ

 .حُٔٔظَٔ ٝحلاؿظٔخػ٢
 

 كظ٠ ح٠٤ُٓٞ حُؼٍٜٞ ٖٓ ٌُُي، ٝٗظ٤ـش
 حُٔخٍ ُٚ هيٓٞح ح٣ٌُٖ أكي ػَ٘ حُظخٓغ حُوَٕ

 ٝػخثِظٚ، ُ٘لٔٚ ٣ٔٞكخ ًٝخٕ ٤ِٓٝش، رؤ١
 كخٍٝ. حُزلاى كُٞس ك٢ طِوخث٤خ ٝحٓظؼَٔص

 ٓلاى ٌٛٙ ٍٝػخ٣ش ٝى ٌُٔذ ٗؼَحء
 .ٓ٘خُُْٜ ٖٓ حُؼ٘خء هلاٍ ٖٓ حلأٍح٢ٟ

 
 

 : ؿٕٞٗٔٞ رٖ
 ك٢ ؿٕٞٗٔٞ رٖ ه٤ٜيس ًظذ ٝهي        

 حُلُٞس ُلاكظلخٍ Penshurstٍ ٣ٍل٢ ٍِٓ٘

 حُل٤ٌٞٗض ٤ٓي٢ٗ، ٍٝرَص ح٤َُٔ ٤ً٘ض
 ٤٣ٔظ٤َ ح٣ٍَ ٖٓ لاكن ٝهض ك٢ ٢ِٔ٤ُ،

 idealises حُو٤ٜيس(. ؿ٠ذ ٓخ١ٍ ٝحُي)

 حُٔي٣٘ش ر٤ٖ حُٔؼخٍٟش ٝط٠غ حُزِي ك٢ حُل٤خس
 إٔ ا٠ُ ٤٘٣َ Penshurstٍ حُؼ٘ٞحٕ. ٝحُزِي

 .Penshurst ٓيف ك٢ ٛي٣ش، ٢ٛ حُو٤ٜيس

 
:  Penshurst لا ٓخ ُ٘خ طوٍٞ ٣زيأ ؿٕٞٗٔٞ

 لاظٜخٍ ر٤٘ض حُظ٢ ،Penshurst لا، أٗض

 ُي٣ٚ رؤٕ ٣لوَ إٔ ٣ٌٖٔ ٝلا. . . كٔٞى
 لا حٗي. . . polish'd حلأػٔيس ٖٓ ٛق

latherne. 
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       This tells us that Penshurst was not built to 
show off the wealth of its owners, and is far 
from ostentatious. The qualities that cannot be 
found at Penshurst are listed to make it  
 
 
 
      seem humble and down-to-earth compared 
to the average country house. Perhaps this is 
done to prevent peasants' resentment of lavish 
spending on luxuries by the wealthy. A more 
likely explanation, however, is that it is subtle 
criticism of other, more flamboyant residences. 
Jonson seems to take a Christian standpoint in 
his encouragement of modesty and his veiled 
criticism of the vanity of the owners of more 
showy edifices. Or perhaps it is a frustrated 
stab at the inequalities of capitalism. Penshurst 
is said to boast natural attractions: of soyle, of 
ayre, of wood, of water: therein thou art fair. 
 
 
       The idea that nature is beautiful and does 
not need decoration is emphasised. The 
opening lines of the poem may lead the reader 
into thinking that Penshurst is a dull place, so 
the employment of classical allusions serves to 
seize the reader's attention, and also adds an 
air of mystery and uncertainty. This also gives 
the impression of a Pagan society, and 
reinforces mythological stereotypes about the 
countryside, although we are told towards the 
end of the poem that "His children...have been 
taught religion".  
 
 
       This may be an illustration of popular pre-
conceptions of country life by townsfolk, i.e. 
that it is Pagan and uncivilised, whereas, in 
reality (we are told), country living is Christian. 

 لاظٜخٍ Penshurst طزٖ ُْ إ ُ٘خ ٣وٍٞ ٌٛح

. ٓظزخٙ ػٖ ٣ٌٕٞ ٓخ ٝأرؼي أٛلخرٜخ، ػَٝس
 ػ٠ِ حُؼؼٍٞ ٣ٌٖٔ لا حُظ٢ حُٜلخص َٓى ٣ظْ

Penshurst ُِٚـؼ 

 
 
 

 رخُٔوخٍٗش حلأٍٝ ا٠ُ ِٝٗٝلا ٓظٞحٟؼخ ٣زيٝ
 ُٔ٘غ ًُي ٣ظْ ٍرٔخ. ٣ٍل٢ ٍِٓ٘ ٓظ٢ٓٞ ٓغ

 ػ٠ِ حُزخًم حلاٗلخم ٖٓ حُللاك٤ٖ حٓظ٤خء
 حلأًؼَ ٝحُظل٤َٔ. حلأػ٣َخء ٖٓ حٌُٔخ٤ُخص
 حلاٗظوخىحص ٖٓ أٗٚ ٛٞ ًُي، ٝٓغ طَؿ٤لخ،

. لآغ أًؼَ ٖٓ ٝؿ٤َٛخ حُٔٔخًٖ، ٖٓ هل٤ش
 ح٤ُٔٔل٤ش ٗظَ ٝؿٜش لاطوخً ٣زيٝ ؿٕٞٗٔٞ

 حُٔلـزخص ٝحٗظوخىٙ حُظٞحٟغ ٖٓ ط٘ـ٤ؼٚ ك٢
 أًؼَ حَُٜٝف أٛلخد ٖٓ حُـٍَٝ ٖٓ

 ُؼيّ رخلاكزخ١ ٣ؼ٘ش ٢ٛ ٍرٔخ أٝ. ٓزَٜؽ
 طظزخ٠ٛ إٔ ٣ٝوخٍ. حَُأٓٔخ٤ُش حُٔٔخٝحس

Penshurst ُْح٤ُز٤ؼ٤ش حُٔؼخ  :ٖٓ soyle، 

 حٗض ػخىٍ:  ٝحُٔخء ، حُو٘ذ ٖٓ أ٣َ، ٖٓ
 .ك٤ٚ

 
 

 ٣لظخؽ لا ٝحُي٣ٌٍٞ حُـ٤ِٔش ح٤ُز٤ؼش حٕ كٌَس
 طئى١ هي حُو٤ٜيس ٤ِٓؼٜخ. ػ٤ِٜخ حُظؤ٤ًي ٛٞ

 ٛٞ Penshurst إٔ ك٢ حُظل٤ٌَ ا٠ُ حُوخٍة

 ٖٓ حُؼَٔ كبٕ ٝرخُظخ٢ُ َٓٔ، ٌٓخٕ
 حلآظ٤لاء ػ٠ِ ٣ؼَٔ حٌُلا٤ٌ٤ٓش حُظ٤ِٔلخص

 ٖٓ ؿٞ أ٠٣خ ٤٠٣ٝق حُوخٍة، حٗظزخٙ ػ٠ِ
 أ٠٣خ ٣ؼ٢٤ ٌٝٛح. ح٤ُو٤ٖ ٝػيّ حُـٔٞٝ
 حٍُٜٞ ٝطؼُِ رخؿخٕ، ُِٔـظٔغ ح٤ٗزخػخ
 ػ٠ِ ح٣َُق، كٍٞ حلأ٣ٍٞ٤ٓش ح٤٤ُٔ٘ش
 إٔ حُو٤ٜيس ٜٗخ٣ش ك٢ ُ٘خ ٣وخٍ إٔ ٖٓ حَُؿْ

 ".حُي٣ٖ ٣يٍّ ًخٕ ُوي... أ٣لخُٚ"
 
 
 
 

 حُٔلخ٤ْٛ ٗؼز٤ش ٖٓ حُظ٤ٟٞق ٌٛح ٣ٌٕٞ هي
 حُٔي٣٘ش، ٌٓخٕ هزَ ٖٓ حُزلاى ُِل٤خس حُٔٔزوش

 ك٢ ر٤٘ٔخ، ٓظل٠َس، ٝؿ٤َ رخؿخٕ أٗٚ أ١
 .ح٤ُٔٔل٤ش حُزلاى طؼ٤ٖ ،(ُ٘خ ه٤َ ًٔخ) حُٞحهغ
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It is significant that the poem mentions the 
poet Philip Sidney: "At his great birth, where all 
the Muses met.“ We are told that Penshurst 
was the birthplace of Sidney, and this serves to 
disperse the stereotype that country folk were 
unintelligent: 
 
       The absentee landlord, who dissipated his 
time and fortune in living it up in the city, 
became a stock figure in contemporary satire. 
But so did the boozy illiterate hunting squire, 
the Sir Tony Lumpkin or Sir Tunbelly Clumsy, 
who never left the country at all, or if he did 
only made himself ridiculous.  
 
       Philip Sidney was seen as the model of a 
Renaissance man. He was a courtier, talented 
poet, advisor and Cupbearer to the Queen, and 
soldier. His whole family were patrons of the 
arts, so the connection made between 
Penshurst and the Sidney family gives the 
impression that Penshurst was the epitome of 
an educated, cultured household. 
 
        In the central part of the poem, Jonson 
makes Penshurst sound like a countryside 
Utopia. The copse "never failes to serve thee 
season'd deere”, "each banke doth yield thee 
coneyes (rabbits, "the painted partrich lyes in 
every field . . . willing to be kill'd.“ This kind of 
submission sounds too good to be true -
animals are biologically programmed to 
survive, there is no way any creature would 
give its life "for thy messe”. 
 
        It is likely that Jonson's portrayal of 
country life has a satirical edge. He says that 
"fat, aged carps runne into thy net“ and that 
when eels detect a fisherman, they "leape . . . 
into his hand. 

 ك٤ِ٤ذ حُ٘خػَ ٣ًٌَ حُو٤ٜيس إٔ حُْٜٔ ٖٝٓ
 ٣لٌَ ًَ ك٤غ حُؼظٔخء، طخ٣ٍن ك٢: " ٤ٓي٢ٗ
 ٜٓي ًخٕ Penshurst إٔ ُ٘خ ه٤َ" حُظو٠

 حٍُٜٞس طل٣َن ػ٠ِ ٣ؼَٔ ٌٝٛح ٤ٓي٢ٗ،
 : ؿز٢ هّٞ حُزلاى ًخٗض حُظ٢ ح٤٤ُٔ٘ش

 
 

 ٝهظٚ طزيى ح١ٌُ حُـخثذ، حُٔخُي ٝأٛزق
 حُٔي٣٘ش، ك٢ ٣ؼ٤ٕ٘ٞ ح٣ٌُٖ ًُي ك٢ ٝػَٝس

 ٌُٖ. حُٔؼخَٛس ٛـخء ك٢ حلأْٜٓ ٍهْ ٝٛٞ
 حلأ٤٤ٖٓ، ح٤ُٜي ٣ٌَٞٓ ٌَٓحٕ ُْ ًُي

 أهَم ح٤َُٔ أٝ ح٤َُٔ ٝٓز٤ٌٖ ٝط٢ٗٞ
Tunbelly، ػ٠ِ حُزلاى ٣ـخىٍ ُْ ح١ٌُ 

 ٓؼ٤َ ٗلٔٚ الا ٣ظْ ُْ اًح أٝ ، حلإ٣لام
 .ُِٔو٣َش

 
 َُؿَ ًٗٔٞؿخ رخػظزخٍٙ ٤ٓي٢ٗ ك٤ِ٤ذ ٝحػظزَ
 ٗخػَ حُزلا١، ًٝخٕ. ح٠ُٜ٘ش ػَٜ

. ٝؿ٘ي١ ٌُِِٔش، ٝحُٔخه٢ ٓٔظ٘خٍ ٓٞٛٞد،
 حلاطٜخٍ ٌُُي حُلٕ٘ٞ، ٍٝػخس ًِٜخ ػخثِظٚ
 ٤ٓي٢ٗ ٝحلأَٓس Penshurst ر٤ٖ طْ ح١ٌُ

 ٓؼخلا ًخٕ Penshurst رؤٕ حلا٤ٗزخع ٣ؼ٢٤

 .ٓظؼِْ ٓؼوق ُلأَٓس،
 

 حُو٤ٜيس، ٖٓ حلأ٢ٓٝ حُـِء ك٢
Penshurst ٕٞٔٗٞٓؼَ حُٜٞص ٣ـؼَ ؿ 

 ُويٓش أريح failes" ٝحلأؿٔش. ٣ٞطٞر٤خ ٣ٍق

 ٓلٍٜٞ ًَ" ،"season'd ى٣َ ح٤ُي

coneyes حلأٍحٗذ،) رخ٠ٌٗ ح٤ُي ٍرلض ٝ 

... ٤ٓيحٕ ًَ ك٢ ٍٓٔض partrich ٤ُغ" 

 ٖٓ حُ٘ٞع ٌٛح. "kill'd ُظٌٕٞ حٓظؼيحى ػ٠ِ

 ٓزَٓـش طٌٕٞ إٔ ؿيح ؿ٤يح ٣زيٝ طوي٣ْ
 ، حُزوخء أؿَ ٖٓ حُلو٤و٤ش حُل٤ٞحٗخص ر٤ُٞٞؿ٤خ

 ك٤خطٜخ ٤ٓؼ٢٤ ٓوِٞم أ١ ٤ِٓٝش طٞؿي لا
 ".َُري ٢ٔ٤ٓ"
 

 ك٢ حُل٤خس ط٣َٜٞ ؿٕٞٗٔٞ إٔ حَُٔؿق ٖٝٓ
 حٕ ٣ٝوٍٞ. حُٔخهَس كخكش ػ٠ِ حُزلاى

 ر٤ٖ أػٔخٍْٛ طظَحٝف ٝح٣ٌُٖ ، حُيٕٛٞ"
runne ًُٝي ،"هخٛظي ٠َٓٓ ك٢ حٌُخٍد 

. . ٤ُذ" حْٜٗ ٤ٛخى، ػؼخر٤ٖ ػٖ ً٘ق ػ٘يٓخ
 .٣يٙ ك٢. 
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" This irony may be directed towards those 
who boast that country life is trouble-free. The 
theme of capitalism runs through this poem - 
we see the final product e.g. the food at the 
table, but we are not told about the killing 
process or the toiling that must have taken 
place in the construction of Penshurst. Instead, 
we are told that "thy walls....are rear'd with no 
man's ruine, no mans grone." No man died, or 
even groaned in the building of the walls. A 
modern comparison would be a pair of Nike 
trainers - we only see the final, shiny, 
commercially advertised product, not the 
assembly of the trainers by grossly under-paid 
'workers' of the Far East. 
   
 
       The picture of this perfect world is 
ominously underscored by the biblical allusion 
in lines 39-44: "The Earely cherry...fig, grape 
and quince....hang on thy walls, that every 
child may each." This could be reference to the 
Christian story of the Creation, because fig 
leaves were used by Adam and Eve to cover 
their naked bodies, and Eden was surrounded 
by a wall. The allusion implies that although 
this world may seem flawless at the moment, it 
is inevitable that the perfection will have to 
end at some point in the near future. 
 
 
       Contradictorily, the poem displays aspects 
of Communism as well as Capitalism. For 
example, all of the people from the 
surrounding area make their own specific 
contribution to the feast that takes place. 
Everyone is allowed to eat "thy lords owne 
meat”, beer, wine and bread.   
 
 

 ح٣ٌُٖ حُٔلخٍهش ٌٛٙ ٗلٞ ٓٞؿٜش طٌٕٞ هي"
 حُٔظخػذ ٖٓ هخ٤ُش حُزلاى حُل٤خس رؤٕ ٣لوَ

 حُو٤ٜيس ٌٛٙ ػزَ ٣َٔ حَُأٓٔخ٤ُش ٟٝٓٞٞع
 ػ٠ِ ح٤ُؼخّ ٓؼَ حُٜ٘خث٢ حُٔ٘ظؾ َٟٗ --

 هظَ ػ٤ِٔش كٍٞ ُ٘خ ٣وخٍ لا ٌُٖٝ ، ح٤ُخُٝش
 ر٘خء ك٢ كيػض إٔ ٣ـذ حُظ٢ حٌُخىكش أٝ

Penshurst .إ ُ٘خ ٣وخٍ ، ًُي ٖٓ ريلا 

 ruine ٓغ rear'd ٢ٛ.... أٓٞحٍى"

 أٝ حَُؿَ، ٓخص لا"ٓخٕ grone لا حُلَحّ،

 ٗؤٕ ٖٝٓ حُـيٍحٕ.  ر٘خء ك٢ حٌٍُٔ٘ٞس كظ٠
 حُٔيٍر٤ٖ ٖٓ ُٝؽ ٣ٌٕٞ حُلي٣ؼش حُٔوخٍٗش

 حُٔ٘ظؾ حُٜ٘خث٢، لآؼش كو٢، َٟٗ  --ٍُي
 حُٔيٍر٤ٖ ُـٔؼ٤ش ٤ُْٝ طـخ٣ٍخ، ػ٘ٚ حُٔؼِٖ

 ٖٓ حلأؿَ طلض ٛخٍم رٌَ٘ حُؼٔخٍ' ٍ
 .حلأه٠ٜ حَُ٘م

 
 
 

 حُٔؼخ٢ُ حُؼخُْ ٌٛح ٍٛٞس ػ٠ِ حلأٓٞأ ٝأًي
-9ٖ ه١ٞ٤ حٗخٍس ك٢ حُٔويّ حٌُظخد ٖٓ
 ٝحُؼ٘ذ حُظ٤ٖ... حٌَُُ Earely إ: " ٗٗ

 هخٛظي، حُـيٍحٕ ػ٠ِ ٓؼِوش.... ٝحُٔلَؿَ
 إٔ ٣ٌٖٔ ٌٛح." ٜٓ٘ٔخ ٌَُ هي ٣لَ ًَ إٔ

 ر٤ٖ ٖٓ ح٤ُٔٔل٤ش حُوٜش ا٠ُ اٗخٍس ٣ٌٕٞ
 حُظ٢ حُظ٤ٖ حٍٝحم طٔظويّ ًخٗض لأٜٗخ ، هِوٚ
 ػخ٣ٍش، أؿٔخىٖٛ ُظـ٤٤ش ٝكٞحء آىّ ًظزٜخ
 أٗٚ ٣ؼ٢٘ حٗخٍس. ػيٕ ٍٓٞ رٜخ ٣ل٢٤ ًٝخٕ
 ٌٛٙ ك٢ ٣زيٝ هي حُؼخُْ ٌٛح ٖٓ حَُؿْ ػ٠ِ

 إٔ ٖٓ ٓ٘خٙ كلا ٗخثزش، ط٘ٞرٚ لا حُِلظش
 ك٢ ٓخ ٗو٤ش ػ٘ي ٤ُـِن ٣ٌٕٞ ٓٞف حٌُٔخٍ

 .حُو٣َذ حُٔٔظوزَ
 
 

 ح٤ُ٘ٞػ٤ش ؿٞحٗذ ٣ؼَٝ حُو٤ٜيس ٓظ٘خهٞ،
 ، حُٔؼخٍ ٓز٤َ ػ٠ِ. حَُأٓٔخ٤ُش ػٖ ك٠لا

 طوي٣ْ حُٔل٤٤ش ح٤ُ٘ٔوش ٖٓ حُ٘خّ ًَ
 طؤهٌ إٔ ٤ُٝٔش ح٠ُ رٜخ حُوخٛش ٓٔخٛٔظٜخ

 ح٤ُؼخّ ُظ٘خٍٝ ٗوٚ ٌَُ ٣ٔٔق. ٌٓخٕ
 ٝحُز٤َس، ،" ُلْ ٛخكزٜخ هخٛظي حٍُِٞىحص"

 .ٝحُوزِ ٝحُ٘ز٤ٌ
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Nobody makes a note of how much is 
consumed by individuals, "Here no man tells 
my cups", and there is a strong sense of 
altruistic sharing and togetherness: "That is his 
Lordships, shall also be mine.“ There does not 
seem to be any kind of hierarchy present (even 
when the king visits), all persons are treated as 
equals, all are equally important. Perhaps the 
inclusion of the biblical reference is a pre-
emptive suggestion that Communism can only 
fail (due to Man's greedy nature).  
 
        
       Once society began to reorganise on class 
basis, the victory ultimately lay with the largest 
class. The centre of power began to move 
down the social scale. First the gentry, then the 
middle classes, and ultimately the working 
classes grew in power and independence. This 
posed the upper classes with a dilemma.  
 
Should they fight the movement or accept it? 
The most successful families were those who 
accepted it, and, on the basis of their inherited 
status and expertise, set out to lead the classes 
below them rather than to fight them. 
 
 But leadership of this kind involved 
association; as a result, first the gentry and 
then the middle classes disappeared from great 
households as employees or subordinates, and 
reappeared as guests. Medieval dukes were 
unwilling to sit at table with anyone of lower 
rank than a baron; Victorian dukes were 
prepared to meet even journalists at dinner. 
Jonson shows that Penshurst is the kind of 
place that embraces the lower classes, and 
allows them to eat at the same table as the 
king of the country.  
 

 هزَ ٖٓ طٔظِٜي ًْ ٓلاكظش ٣ـؼَ أكي لا
 ٣وٍٞ ٍؿَ ٣ٞؿي لا ٛ٘خ" ٝهخٍ حلأكَحى،
 طوخْٓ ه١ٞ ٗؼٍٞ ٝٛ٘خى ،" رلاى١ أًٞحد
 ٓوخػي ُٚ ٛٞ ٌٛح: " حُـٔخػ٢ ٝحُؼَٔ حلإ٣ؼخٍ

." حلأُـخّ أ٠٣خ ٣ٌٕٞ حٍُِٞىحص، ٓـِْ ك٢
 ٖٓ ٗٞع أ١ ٛ٘خى ٣ٌٕٞ إٔ ٣زيٝ لا ٛ٘خى

 ػ٘يٓخ كظ٠) ح٢َُٜٓ حُظَِٔٔ حُلخَٟ
 حلأٗوخٙ ؿ٤ٔغ ٝٓؼخِٓش ،(حُِٔي ٣ٍِٝ
 ٓظٔخٝ، رويٍ ٜٓٔش ًِٜخ حُٔٔخٝحس، هيّ ػ٠ِ
 ٛٞ حُٔويّ حٌُظخد ح٠ُ حلاٗخٍس حىٍحؽ ُٝؼَ

 طلَ٘ إٔ ٣ٌٖٔ ح٤ُ٘ٞػ٤ش إٔ ٝهخث٤ش حهظَحف
 (. حُـ٘غ حلإٗٔخٕ ٤ُز٤ؼش ٗظَح) كو٢

 
 ٝريأص حُٔـظٔغ ط٘ظ٤ْ لإػخىس ٝحكيس َٓس
 ٜٗخ٣ش ك٢ ٣ٌٖٔ ٝحَُٜ٘ حُلجش، أٓخّ ػ٠ِ

 حُوٞس ًَِٓ ريأ. كجش أًزَ ٓغ ح٤ُٔخف
 أٍٝ. حلاؿظٔخػ٢ حُِْٔ أٓلَ ا٠ُ ُِظلَى

 حُٔظ٤ٓٞش، ح٤ُزوخص ػْ حُ٘زلاء، ٣زوش ٗٔض
 ك٢ حُؼخِٓش ح٤ُزوخص ح٤ُٔخف ٜٗخ٣ش ٝك٢

 ح٤ُزوخص ٌٛح ٌَٗ ٝهي. ٝحلآظولاٍ ح٤ُِٔش
 .ٓؼ٠ِش ٓغ حُؼ٤ِخ

 
 ًٝخٗض هزُٞٚ؟ أٝ كًَش ٓلخٍرش إٔ ٣ٝ٘زـ٢
 هزِظٚ، حُظ٢ طِي ٢ٛ ٗـخكخ حلأًؼَ حلأَٓ
 ، ٝحُوزَحص ٍٝػض ٟٝؼْٜ أٓخّ ٝػ٠ِ

 ٖٓ ريلا ٜٓ٘خ حلأى٠ٗ ح٤ُزوخص ُو٤خىس ٝحُٔز٤٘ش
 .ٓلخٍرظٜخ

 
 ؛ حُـٔؼ٤خص ط٘خٍى حُ٘ٞع ٌٛح ه٤خىس ٌُٖ

 ٝح٤ُزوخص حُ٘زلاء ٣زوش أٍٝ ٌُُي، ٝٗظ٤ـش
 ًز٤َس حلأَٓ ٖٓ حهظلض ػْ ح٠٤ُٓٞ

 ح٠ُ ٝػخىص حَُٔإ٤ٖٓٝ، أٝ ًٔٞظل٤ٖ
 حُؼٍٜٞ ٝحُيٝهخص. ٤٠ًٞف حُظٍٜٞ
 ػ٠ِ حُـِّٞ ك٢ ٍحؿزش ؿ٤َ ح٠٤ُٓٞ

 ٍطزش أهَ ٗوٚ أ١ ٓغ حُٔلخٟٝخص ٣خُٝش
 حُل٤ٌظ١ٍٞ حُيٝهخص أػيص حُزخٍٕٝ؛ ٖٓ

 ؿٕٞٗٔٞ. ػ٘خء ك٢ حُٜلخك٤٤ٖ كظ٠ ُظِز٤ش
 حٌُٔخٕ ٖٓ ٗٞع ٛٞ Penshurst إٔ ٣ظَٜ

 ُْٜ ٣ٝٔٔق حُي٤ٗخ، ح٤ُزوخص ٣لظ٠ٖ ح١ٌُ
 ِٝٓي ٝحكيس ٣خُٝش ػ٠ِ ح٤ُؼخّ ُظ٘خٍٝ
 .حُزلاى
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     The generosity of the people is greatly 
emphasised in this poem. No one comes 
"empty-handed" to the feast. The guest is 
offered more than enough food and drink. 
Every provision imaginable is in plenty, from 
the beer to the meat, from the fire to the clean 
linen. This implies that unlike some country 
houses at this time which were grandiose but 
unwelcoming, Penshurst is a place of 
hospitality and modesty.  
 
The king made an impromptu visit to 
Penshurst, and the house was neat and tidy, 
"as if it had expected such a guest”. The king 
often visited the houses of those he least 
favoured because the cost of the event often 
led to the bankruptcy of the proprietor. The 
poem shows that Penshurst can withstand this 
threat, and was even in an immaculate 
condition when the king arrived unexpectedly. 
The portrayal of the king as humble enough to 
dine at Penshurst with all classes of people 
flatters the crown, and is likely to gain Jonson 
favour with the king.  
 
 
Aemilia Lanyer :    
 
       Aemilia Lanyer (1569-1645) was of Italian 
Jewish descent. She may have served in the 
Duchess of Kent's household. Her volume of 
poems Salve deus rex Judoeorum, 1611, was in 
part a bid for support from a number of 
prominent women patrons. Her country house 
poem The Description of Cooke-ham gives us 
an account of the residence of Margaret 
Clifford, Countess of Cumberland, in the 
absence of Lady Clifford, who is depicted as the 
ideal Renaissance woman - graceful, virtuous, 
honourable and beautiful.  

 ك٢ حُ٘ؼذ ًَّٝ ًز٤َ رٌَ٘ حُظؤ٤ًي طْ ٝهي
" حُٞكخٝ هخ٢ُ" ٣ؤط٢ أكي لا. حُو٤ٜيس ٌٛٙ
 ٣ٌل٢ ٓخ ٖٓ أًؼَ ح٤٠ُق ٝطويّ. ٤ُٝٔش ح٠ُ
 طو٤ِٜخ ٣ٌٖٔ كٌْ ًَ. ٝحَُ٘حد ح٤ُؼخّ ٖٓ
 حُ٘خٍ ٖٓ حُِلّٞ، ا٠ُ حُز٤َس ٖٓ حٌُؼ٤َ ك٢
 ٝهلاكخ أٗٚ ٣ؼ٢٘ ٌٝٛح. ٗظ٤لش حٌُظخٕ ا٠ُ

 ًخٕ ح١ٌُ حُٞهض ٌٛح ك٢ حُزِي حُٔ٘خٍُ ُزؼٞ
 ٛٞ Penshurst ٓ٘ـؼش، ؿ٤َ ٌُٖٝ ٓظٌِلخ

 .ٝحُظٞحٟغ ح٤٠ُخكش ٌٓخٕ
 
 

 ،Penshurstٍ َٓطـِش ر٣ِخٍس حُِٔي ٝأى٠ُ

 ًخٕ ُٞ ًٔخ" ٝأ٤ٗن، ٗظ٤ق حُز٤ض ًٝخٕ
 ك٢ حُِٔي ُٝحٍ ،"ح٤٠ُق ٌٛح ٓؼَ ٣ظٞهغ
 حلأهَ ٛٞ حُٔ٘خٍُ طِي ٖٓ حلأك٤خٕ ٖٓ ًؼ٤َ
 ا٠ُ أىص ٓخ ًؼ٤َح حُليع ٌٛح طٌِلش لإٔ كظخ

 إٔ ػ٠ِ ٣يٍ حُو٤ٜيس. حُٔخُي ٖٓ اكلاّ
Penshurst ٌٌٖٔٛح أٓخّ طٜٔي إٔ ٣ 

 َٝٛ ػ٘يٓخ ٗو٤ش كخُش ك٢ ٝكظ٠ ، حُظٜي٣ي
 ُِِٔي ٍٝٛٞس. ٓظٞهغ ؿ٤َ رٌَ٘ حُِٔي

 ك٢ حُؼ٘خء ُظ٘خٍٝ حٌُلخ٣ش ك٤ٚ رٔخ ٝٓظٞحٟغ
Penshurst ٣ـ١َ حُ٘ؼذ كجخص ؿ٤ٔغ ٓغ 

 ٛخُق ؿٕٞٗٔٞ طِىحى إٔ حَُٔؿق ٝ حُظخؽ،
 .حُِٔي ٓغ

 
 
 
 

Aemilia Lanyer : 
 

-Aemilia Lanyer (1569 ًٝخٕ        
 هيٓض هي. ا٤٣خ٢ُ ٣ٜٞى١ أَٛ ٖٓ( 1645

 ٖٓ ُٜخ كـْ. ح٤ُُِ٘ٔش ٤ً٘ض ىٝهش ك٢
 Judoeorum ح٥ُش حَُْٔٛ حُوٜخثي

 ٓلخُٝش ٜٓ٘خ ؿِء ك٢ ًخٗض ،ٔٔٙٔ ٣ٌٍْ،
 ٖٓ حُِرخثٖ ٖٓ ػيى ٖٓ ىػْ ػ٠ِ ُِلٍٜٞ

 حُزلاى ر٤ظٜخ ه٤ٜيس. حُزخٍُحص حُ٘ٔخء
 َٓىح ٣ؼ٤٤٘خ حُو٣َِ٘ ُلْ ًٞى، ٝٝٛق

 ٖٓ حٌُٞٗظ٤ٔش ٓخٍؿ٣َض، ٤ًِلٍٞى لإهخٓش
 ح١ٌُ ٤ًِلٍٞى، ح٤ُٔيس ؿ٤خد ك٢ ًٔزَلاٗي،

 حَٓأس ح٠ُٜ٘ش ػَٜ ك٢ ٓز٤ٖ ٛٞ ًٔخ ٛٞ
 .ٝؿ٤ِٔش ٣َٗلش حُلخِٟٚ، ٤ٍٗوش،  --ٓؼخ٤ُش
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Lanyer describes the house and its 
surroundings while Lady Margaret is present, 
and while she is absent. While Lady Margaret 
was around, the flowers and trees: 
 
Set forth their beauties then to welcome thee! 
The very hills right humbly did descend, 
When you to tread upon them did intend. 
And as you set you feete, they still did rise, 
Glad that they could receive so rich a prise.  
 
 
 
   It seems as if nature is there for the sole 
purpose of pleasing Lady Margaret. The birds 
come to attend her, and the banks, trees and 
hills feel honoured to receive her. 
 
 
 Nature is personified throughout the poem, 
and, when Lady Margaret leaves, appears to go 
through a process of mourning: "Every thing 
retaind a sad dismay,”.  
 
 
Many poems emphasise the strength of nature 
and the weakness of humans (for example, 
Ozymandias by Percy Bysshe Shelley), but in 
this poem, nature seems to be at the mercy of 
a human, and a woman at that. This unrealistic 
notion of Lady Margaret's control over the 
elements greatly flatters her, and the poem is 
therefore likely to gain Lanyer's favour with the 
Countess. 
 
 
 A far more rational explanation would be that 
Lady Margaret resided at Cooke-ham during 
the summer months, and just after she left, 
autumn came upon the countryside. 

Lanyer ك٤ٖ ك٢ ٝٓل٤٤ٚ حُز٤ض ٣ٜق 

 ًخٗض ٝر٤٘ٔخ ، حُلخَٟ ٛٞ ٓخٍؿ٣َض ٤ٓيس
 ، كُٜٞخ ٓخٍؿ٣َض ح٤ُٔيس ًخٗض ر٤٘ٔخ. ؿخثزخ

 : ٝحلأٗـخٍ ٝحٍُِٛٞ
 

 !ري أٍكذ إٔ ػْ حُـٔخٍ ػ٠ِ حُٔز٤٘ش
 ٣ٍِ٘، ُْ رظٞحٟغ حُلن ؿيح حُظلاٍ

 .ط١ٞ٘ ُْ ػ٤ِْٜ ُلو٢ ػ٘ي
 لا ُْ ،feete رظؼ٤٤ٖ هٔض ً٘ض ًٔخ ْٝٛ

 ، حلاٍطلخع ٣ِحٍ
 ؿ٤٘ش ؿخثِس ػ٠ِ ٣لِٜٞح حٕ ٣ٌٖٔ حٗٚ ٓؼ٤ي
 .ؿيح

 
 

 ٛٞ ٝك٤ي ُـَٝ ٛ٘خى ح٤ُز٤ؼش ُٞ ًٔخ ٣زيٝ
 طؤط٢ ح٤٤ٍُٞ. ٓخٍؿ٣َض ح٤ُٔيس حٍٟخء

 ُِز٘ٞى، رخُلوَ ٝأٗؼَ ُٜخ، ُل٠ٍٞ
 .لآظوزخُٜخ ٝحُظلاٍ ٝحلأٗـخٍ

 
 

 حُو٤ٜيس، أٗلخء ؿ٤ٔغ ك٢ ح٤ُز٤ؼش ؿٔي ٛٞ
 إٔ ٣ٝزيٝ ٓخٍؿ٣َض، ٤ٓيس ٣ظَى ٝػ٘يٓخ
 ٢ٗء ًَ: " حُليحى ػ٤ِٔش هلاٍ ٖٓ طٌٛذ

 ".ك٣ِٖ retaind حُلِع ٖٓ

 
 

 ح٤ُز٤ؼش هٞس ػ٠ِ حُظؤ٤ًي حُوٜخثي ٖٓ حُؼي٣ي
 حُظ٢ حُٔؼخٍ، ٓز٤َ ػ٠ِ) حُزَ٘ ٟٝؼق

Ozymandias ٢ِ٤ٗ ر٤ٖ ر٢َٓ٤)، ٌُٖٝ 

 طلض ٣ز٤ؼش إٔ ٣ٝزيٝ حُو٤ٜيس، ٌٛٙ ك٢
. ًُي ك٢ ٝحَُٔأس حلإٗٔخٕ، كوٞم ٖٓ ٍكٔش

 ح٤ُٔيس ٤٤َُِٔس ٝحهؼ٤ش ؿ٤َ حُلٌَس ٌٛٙ
 ُٜخ، ًؼ٤َح ٣ـ١َ حُؼ٘خَٛ ػ٠ِ ٓخٍؿ٣َض
 ػ٠ِ ُِلٍٜٞ حَُٔؿق كٖٔ ٌُُي ٝحُو٤ٜيس

 .حٌُٞٗظ٤ٔش ٓغ Lanyer ٛخُق

 
 
 

 ٖٓ ػولا٤ٗش أًؼَ طل٤َٔ ٝػٔش حُو٣َق ؿخء
 ٣و٤ٕٔٞ ًٞى ٓخٍؿ٣َض ٤ٓيس ٣ٌٕٞ إٔ ٗؤٗٚ
 ٝرؼي ح٤ُٜق، أَٜٗ هلاٍ حُو٣َِ٘، ُلْ ك٢
 .ح٣َُق ػ٠ِ ٝر٘خء ُِظٞ، ؿخىٍص إٔ
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 In order to flatter Lady Margaret, Lanyer 
implies that the countryside is mourning her 
departure, but in actual fact she sees the turn 
of the season, which is not affected by Lady 
Margaret. Just as in To Penshurst the lifestyle 
seemed too good to be true, in A Description of 
Cook-ham, the Lady of the house seems to be 
too close to perfection to be real.  
 
 
          Perhaps Lanyer's poem is a satirical take 
on the relationship between the poet and the 
patron. She appears to be saying that poets will 
write anything to flatter patrons in order to 
gain their favour - even something as ridiculous 
as the idea that nature is emotionally sensitive 
("the grasse did weep for woe”, and mourns 
the departure of a human being. 
 
 
Conclusion 
 
       The social criticism contained in these two 
poems is subtle, and shrouded. Society is never 
criticised directly by the poets, and irony was 
their most valuable tool. Nature behaves in 
strange, abnormal ways in both of the poems. 
 
 In To Penshurst, animals seem unrealistically 
submissive towards the wills of the people, 
provisions are acquired with the minimum of 
effort. The timber crisis of the seventeenth 
century illustrates the extent to which poets 
grappled with contradictory images of nature: 
"Nature, on the one hand, is the fallen, 
postlapsarian realm of scarcity and labour and, 
on the other, the divinely ordered handiwork 
of a beneficent God that can be made to yield 
infinite profits."  
 

 Lanyer ٓخٍؿ٣َض، ٤ٓيس طِٔن أؿَ ٖٓ

 ك٢ ٌُٖٝ ٍك٤ِٜخ، حُليحى ح٣َُق إٔ ٣ؼ٢٘
 ، حُلخ٢ُ حُْٔٞٓ ٤ِٓغ ٍأص حُلؼ٢ِ حُٞحهغ
 ٛٞ ًٔخ. ٓخٍؿ٣َض ٤ٓيس ٣ظؤػَ لا ح١ٌُ

 ٣زيٝ Penshurstٍ حُل٤خس ٢ٔٗ ك٢ حُلخٍ

 ًٞى، ٝٛق ك٢ ، ٛل٤لخ ٤ٌُٕٞ ؿيح ؿ٤يح
 ه٣َزش إٔ ٣ٝزيٝ حٍُِٔ٘ ٤ٓٝيس حُو٣َِ٘، ُلْ
 .كو٤و٤خ ٤ٌُٕٞ حٌُٔخٍ ٖٓ ؿيح

 
 
 

 ػ٠ِ طؤهٌ ٓخهَس ٛٞ Lanyer ه٤ٜيس ُؼَ

 ٓخ ػ٠ِ حٜٗخ. ٤َٜٗٝ حُ٘خػَ ر٤ٖ حُؼلاهش
 أ١ ٣ٌظذ ٓٞف حُ٘ؼَحء إ حُوٍٞ ٣زيٝ
 -ُٜخُلٜخ ًٔذ أؿَ ٖٓ ٍػخس ُظِٔن ٢ٗء

 ػخ٣ل٤خ حُلٔخٓش ح٤ُز٤ؼش كٌَس إٔ ًٔخ -
 ٓؼ٤َ ٢ٗء كظ٠" ٣َُٞ حري ُْ ٝؿَحّ)"

 . اٗٔخٕ ٍك٤َ ٝط٘ؼ٠ ُِٔو٣َش،
 
 
 

 استىتبج
 

 ٌٛٙ ك٢ حُٞحٍىس حلاؿظٔخػ٢ ٝحُ٘وي        
 حٗظوخىٛخ ٣ظْ ُْ. ٝٓـ٢ ، هل٤ش حػ٤ٖ٘ حُوٜخثي

 ًٝخٗض حُ٘ؼَحء، هزَ ٖٓ ٓزخَٗس ؿٔؼ٤ش أريح
 ِٓٞى ٣ز٤ؼش. ه٤ٔش أىحس حلأًؼَ حُٔلخٍهش
 .حُوٜخثي ٖٓ ًَ ك٢ ٗخًس ؿ٣َزش ر٤َم

 
 

 ؿ٤َ ٣زيٝ ٝحُل٤ٞحٗخص Penshurstٍ ك٢

 ٢ٛ ، حُ٘خّ ٖٓ ٗخء ٓخ ٗلٞ ٓ٘وخى ٝحهؼ٢
. حُـٜي ٖٓ حلأى٠ٗ حُلي ٓغ حٌُٔظٔزش حلأكٌخّ
 ػَ٘ حُٔخرغ حُوَٕ ٖٓ حلأه٘خد حلأُٓش
 حٍُٜٞ ٓغ حٗظزي حُ٘ؼَحء ٓيٟ ٣ٟٞق

 ؿٜش، ٖٓ ح٤ُز٤ؼش،: " ٤ُِز٤ؼش حُٔظ٘خه٠ش
 ٗيٍس postlapsarian ػخُْ ٓو٤ٞح، ٝح٣ٌُٖ

 حُؼَٔ كبٕ ، أهَٟ ٗخك٤ش ٖٝٓ ٝحُؼَٔ،
 ٣ٌٖٔ حُظ٢ حَُكٖٔ حلله ٍ ا٤ُٜخ أَٓ ح٤ُي١ٝ
 ". كيٝى رلا ُلأٍرخف طوي٣ٜٔخ
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       The social criticism present in To Penhurst 
is very effective because it is so unexpected. 
The role of country house poems was to praise 
and flatter, yet it is possible to detect a strong 
sense of irony in the descriptions, and we see 
the criticism present if we read between the 
lines. 
 
 
 
       Similarly, love poetry is sometimes used as 
a way for poets to discuss other things. The 
poem Who so list to hount I knowe where is an 
hynde, written by Sir Thomas Wyatt, at first 
appears to be a love poem, but it could also be 
interpreted as criticism of patronage, hunting 
and politics. The hunter and the hunted are 
compared to the patron and the poet. At this 
time, poets were afraid to be direct in their 
criticism of the world they lived in, because 
they could incur the wrath of the monarch, 
which was never beneficial if the poet wanted 
to gain patronage. 
 
 
 
       The poems are effective as social criticism 
because the criticism is not obvious, but if one 
looks closely, it becomes apparent. However, it 
was unlikely that people read country house 
poetry to be provided with political or social 
insights, so it is likely that many of the allusions 
were lost on the majority of readers. 

 Penhurstٍ ك٢ حلاؿظٔخػ٢ حُ٘وي كخَٟ

 ىٍٝ ًٝخٕ. ؿيح ٓظٞهؼش ؿ٤َ لأٜٗخ ؿيح كؼخُش
 أٗٚ الا ٝطِٔن، ُٔيف حُوٜخثي ٣ٍل٢ ٍِٓ٘

 ٖٓ ه١ٞ ٗؼٍٞ ػٖ حٌُ٘ق حٌُٖٔٔ ٖٓ
 َٟٗ ٝٗلٖ حلأٝٛخف، ك٢ حُٔو٣َش

 .ح٤ٍُٔٞ ر٤ٖ ٓخ هَأٗخ حًح حُلخ٤ُش حلاٗظوخىحص
 
 
 
 
 

 ٤ًِٓٞش حُلذ ٗؼَ أك٤خٗخ ٣ٔظويّ ٝرخُٔؼَ،
 ٖٓ حُو٤ٜيس. أهَٟ أٍٓٞ ُٔ٘خه٘ش ُِ٘ؼَحء

 ٛٞ ك٤غ knowe أٗخ hount كظ٠ هخثٔش

hynde، ٝح٣ض، طٞٓخّ ح٤َُٔ ًظزٚ ح١ٌُ 

 ٌُٖٝ ، حُلذ ه٤ٜيس إٔ ٣زيٝ حُزيح٣ش ك٢
 ٖٓ حٗظوخى أٜٗخ ػ٠ِ طلَٔ إٔ أ٠٣خ ٣ٌٖٔ
 ٓوخٍٗش طظْ. ٝح٤ُٔخٓش ٍٝػخ٣ش ، ح٤ُٜي
 ٌٛح. ٝحُ٘خػَ َُِحػ٢ ٝح٤ٛخى ح٤ُٜخى
 ٣ٌٕٞ إٔ ٣وٕ٘ٞ حُ٘ؼَحء ًخٕ حُٞهض،
 ك٢، ٣ؼ٤ٕ٘ٞ حُؼخُْ ك٢ حٗظوخىحطْٜ ك٢ ٓزخَٗح

 ُْ ٝحُظ٢ حُِٔي، ؿ٠ذ طلَٔ إٔ ٣ٌٖٔ لأٜٗخ
 ٌُٔذ حُ٘خػَ أٍحى ُٞ حُٔل٤ي ٖٓ ٣ٌٖ

 .ٍػخ٣ش
 
 
 
 

 لإٔ حلاؿظٔخػ٢ حُ٘وي ٝحػظزخٍح حُوٜخثي
 ٗظَ اًح ٌُٖٝ ٝحٟلش، ٤ُٔض حلاٗظوخىحص

 ، ًُي ٝٓغ. ٝحٟلخ ٣ٜزق ًؼذ، ػٖ حَُٔء
 حُ٘ؼَ رِي حُ٘خّ ٣وَأ إٔ حُٔٔظزؼي ٖٓ كبٗٚ
 حؿظٔخػ٤ش، أٝ ٤ٓخ٤ٓش ٍإٟ ط٣ِٝيٛخ ر٤ض
 ٖٓ حٌُؼ٤َ كويص إٔ حَُٔؿق كٖٔ ٌُُي

 .حُوَحء أؿِز٤ش ػ٠ِ حُظ٤ِٔلخص
 


