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2.3.0. INTRODUCTION 
In this Unit we take up Hudibras, a satiric poem by Samuel Butler, published in several parts beginning in 1663. The immediate success of the first part resulted in a spurious second part’s appearing within the year; the authentic second part was published in 1664. The two parts, plus “The Heroical Epistle of Hudibras to Sidrophel,” were reprinted together in 1674. In 1678 a third (and last) part was published. The work is directed against the fanaticism, pretentiousness, pedantry, and hypocrisy that Butler felt was pervasive in militant Puritanism. In that sense you will find reflected in this work, the spirit of the Restoration that will be quite counter to say what we shall study in The Pilgrim’s Progress in the very next Unit. Though an early purchaser of both parts of Hudibras, the diarist Samuel Pepys while acknowledging that the book was the ‘greatest fashion’ did not reportedly find any reason as to why it should be considered so witty!
The eponymous hero of Hudibras is a Presbyterian knight who goes “a-coloneling” with his squire, Ralpho, an Independent. They constantly squabble over religious questions and, in a series of grotesque adventures, are shown to be ignorant, wrongheaded, cowardly, and dishonest. Butler took the name of his hero from Spenser’s The Faerie Queene (Book II specifically); he derived his outline from Miguel de Cervantes and his burlesque method from Paul Scarron. However, his brilliant handling of the octosyllabic metre, his witty, clattering rhymes, his delight in strange words and esoteric learning, and his enormous zest and vigour create effects that are entirely original. Let us read on for more on all this. 

2.3.1. WORKS OF SAMUEL BUTLER 
Samuel Butler is well-known for his satire Hudibras. Most of his other writings were never printed until they were collected and published by Robert Thyer in 1759. Butler wrote many short biographies, epigrams and verses, the earliest surviving from 1644. Of his verses, the best known is "The Elephant on the Moon", about a mouse trapped in a telescope, a satire on Sir Paul Neale of the Royal Society. Butler's taste for the mock heroic is shown by another early poem Cynarctomachy, or Battle between Bear and Dogs, which is both a homage to and a parody of a Greek poem ascribed to Homer, Batrachomyomachia. His supposed lack of money later in life is surprising, given that he had numerous unpublished works which could have offered him income including a set of Theophrastan character sketches which were not printed until 1759. Many other works are dubiously attributed to him. He is said to have received financial support in the form of a grant from Charles II, which might have been a justification behind Butler’s strong anti-Puritan feelings as expressed in his work. 
2.3.2. UNDERSTANDING SATIRE AS A GENRE
A satirist lives his life in a difficult position. He is more than usually conscious of the follies and vices of his fellows and he cannot stop himself from showing that he is. Like the preacher, the satirist seems to persuade and convince, but his position in relation to those he addresses is more delicate and more difficult than that of a preacher. He may seem to condemn too easily, even to enjoy doing so. He asks us to admire the skill with which he uses these weapons of exposing human flaws and superficiality, to recognise him as an artist and satire as an art.

As a genre, satire is defined primarily in terms of its inner form. In it, as Roger Fowler explains in his A Dictionary of Modern Critical Terms, “the author attacks some object, using as his means wit or humour that is either fantastic or absurd. Denunciation itself is not satire nor, of course, is grotesque humour, but the genre allows for a considerable preponderance of either one or the other.” Northorp Frye points out in his essay on satire and irony (Anatomy of Criticism) that satire is irony of a militant kind. “Irony is consistent both with complete realism of content and with the suppression of attitude on the part of the author. Satire demands at least a token fantasy, a content which the reader recognizes as grotesque, and at least an implicit moral standard.”

2.3.3. THE RESTORATION SATIRE AND HUDIBRAS
The Restoration period may be considered as the classical age of English satire, which extends from Dryden’s time to the end of the eighteenth century. Critics argue that much of the literature written in the Restoration Period is guided towards ridiculing the corruption and flaws of the English society of the time. Many writers used satire to expose the moral corruption and crass commercialism of eighteenth-century England. This age thereby, was coined with the name "The Age of Satire". "Satire is a sort of glass, wherein beholders do generally discover everybody's face but their own" (Jonathan Swift). Dryden was to create what was virtually a new type of satire, urbane and ironic in tone, instead of relying on violence of language and coarseness of abuse. At the same time, he abandoned that metrical roughness which his Jacobean predecessors had considered appropriate for this kind of poetry, and developed the balanced, epigrammatic and antithetical heroic couplet which was to be the characteristic verse form of the Augustan age.

Along with Dryden, Samuel Butler was another famous name among the Restoration satirists. Butler (1612 - 80) is chiefly remembered as the author of one poem, Hudibras. Appearing soon after the Restoration, its bitter satire on the Puritans gained it immediate and lasting popularity. It still recommends itself by the intellectual virtuosity of its wit, and its learning, which exhibits its descent from the metaphysical tradition. Hudibras is a long burlesque narrative, written in the short or octasyllabic couplet. Butler frequently makes use of double rhymes, with deliberately grotesque effect. This device was to be much used by later writers of comic verse, such as Byron and Hood. This form of the short couplet, with burlesque rhymes, came in fact to be known as Hudibrastic verse. 

2.3.4. SHORT SUMMARY OF HUDIBRAS
The work is a satirical polemic upon Roundheads, Puritans, Presbyterians and many of the other factions involved in the English Civil War. You have come across these sects of the Puritan faith earlier. The work was begun, according to the title page, during the Civil War and published in three parts in 1663, 1664 and 1678, with the first edition encompassing all three parts in 1684. The epic tells the story of Sir Hudibras, a knight errant who is described dramatically and with laudatory praise that is so thickly applied as to be absurd, and the conceited and arrogant person is visible beneath. He is praised for his knowledge of logic despite appearing stupid throughout, but it is his religious fervour which is mainly attacked. His squire, Ralpho, is of a similar stamp but makes no claim to great learning, knowing all there is to know from his religion or “new-light”, as he calls it. Butler satirises the competing factions at the time of the protectorship by the constant bickering of these two principal characters whose religious opinions should unite them. The knight and his squire sally forth and come upon some people bear-baiting. After deciding that this is anti-Christian, they attack the baiters and capture one after defeating the bear. The defeated group of bear-baiters then rallies and renews the attack, capturing the knight and his squire. While in the stock the pair argue on religion.

The second part describes how the knight's imprisoned condition is reported by Fame to a widow whom Hudibras has been wooing, who then comes to see him. With a captive audience, she complains that he does not really love her and he ends up promising to flagellate himself if she frees him. Once free he regrets his promise and debates with Ralpho how to avoid his fate, with Ralpho suggesting that oath breaking is next to saintliness. Hudibras then tries to convince Ralpho of the nobility of accepting the beating in his stead but he declines the offer. They are interrupted by a skimmington, a procession where women are celebrated and men made fools. After haranguing the crowd for their lewdness, the knight is pelted with rotten eggs and chased away.

He decides to visit an astrologer, Sidrophel, to ask him how he should woo the widow but they get into an argument and after a fight the knight and squire run off in different directions believing they have killed Sidrophel.

The third part was published 14 years after the first two and is considerably different from the first parts. It picks up from where the second left off with Hudibras going to the widow's house to explain the details of the whipping he had promised to give himself but Ralpho had got there first and told her what had actually happened. Suddenly a group rushes in and gives him a beating and supposing them to be spirits from Sidrophel, rather than hired by the widow, confesses his sins and by extension the sins of the Puritans. Hudibras then visits a lawyer—the profession Butler trained in and one he is well able to satirise—who convinces him to write a letter to the widow. The poem ends with their exchange of letters in which the knight's arguments are rebuffed by the widow.

Before the visit to the lawyer there is a digression of an entire canto in which much fun is had at the events after Oliver Cromwell's death. The succession of his son Richard Cromwell and the squabbles of factions such as the Fifth Monarchists are told with no veil of fiction and no mention of Sir Hudibras.

2.3.5. TEXT OF HUDIBRAS (EXTRACT)
PART I 

CANTO I

THE ARGUMENT
————————————————————————-
Sir Hudibras1 his passing worth,
The manner how he sallied forth;
His arms and equipage are shown;
His horse's virtues, and his own.
Th' adventure of the bear and fiddle
Is sung, but breaks off in the middle.
————————————————————————-

When civil dudgeon2 first grew high,
And men fell out they knew not why?
When hard words3, jealousies, and fears,
Set folks together by the ears,
And made them fight, like mad or drunk, 5
For Dame Religion, as for punk4;
Whose honesty they all durst swear for,
Though not a man of them knew wherefore:
When Gospel-Trumpeter, surrounded
With long-ear'd rout5, to battle sounded, 10
And pulpit, drum ecclesiastick,
Was beat with fist, instead of a stick;
Then did Sir Knight abandon dwelling,
And out he rode a colonelling.
A wight6 he was, whose very sight wou'd 15
Entitle him Mirror of Knighthood7;
That never bent his stubborn knee
To any thing but Chivalry8;
Nor put up blow, but that which laid
Right worshipful on shoulder-blade; 20
Chief of domestic knights and errant9,
Either for cartel10 or for warrant;
Great on the bench, great in the saddle,
That could as well bind o'er, as swaddle11;
Mighty he was at both of these, 25
And styl'd of war, as well as peace.
(So some rats, of amphibious nature,
Are either for the land or water).
But here our authors make a doubt
Whether he were more wise, or stout12: 30
Some hold the one, and some the other;
But howsoe'er they make a pother,
The diff'rence was so small, his brain
Outweigh'd his rage but half a grain;
Which made some take him for a tool 35
That knaves do work with, call'd a fool,
And offer to lay wagers that
As MONTAIGNE, playing with his cat,
Complains she thought him but an ass,
Much more she wou'd Sir HUDIBRAS; 40
(For that's the name our valiant knight
To all his challenges did write).
But they're mistaken very much,
'Tis plain enough he was no such;
We grant, although he had much wit, 45
H' was very shy of using it;
As being loth to wear it out,
And therefore bore it not about,
Unless on holy-days, or so,
As men their best apparel do. 50
Beside, 'tis known he could speak GREEK
As naturally as pigs squeek;
That LATIN was no more difficile,
Than to a blackbird 'tis to whistle:
Being rich in both, he never scanted 55
His bounty unto such as wanted;
But much of either would afford
To many, that had not one word.
For Hebrew roots, although they're found
To flourish most in barren ground13, 60
He had such plenty, as suffic'd
To make some think him circumcis'd;
And truly so, he was, perhaps,
Not as a proselyte, but for claps14.

He was in LOGIC a great critic, 65
Profoundly skill'd in analytic;
He could distinguish, and divide
A hair 'twixt south, and south-west side:
On either which he would dispute,
Confute, change hands, and still confute, 70
He'd undertake to prove, by force
Of argument, a man's no horse;
He'd prove a buzzard is no fowl15,
And that a lord may be an owl16,
A calf17 an alderman, a goose a justice, 75
And rooks18 Committee-men and Trustees19.
2.3.6. WORD MEANINGS AND ALLUSIONS
1. Hudibras: named for the rash, morose knight who woos the pleasure-hating Elissa in Spenser’s Faerie Queene. In Book II of Spenser, which is concerned with Temperaunce, Sir Guyon reaches a castle inhabited by three sisters. The youngest loves pleasure, the second moderation, while the third is a sour hater of all delights. Sir Hudibras, who is contrasted with Sans-loy, the wooer of the younger sister, makes his suit to the eldest. 
2. Civil dudgeon: Presumably the reference is to the prolonged Civil Wars in England, and Butler’s invective is directed against what he considers the meaningless issues of the Puritan sects.

3. ‘hard words’: not merely harsh words, but technical jargons. In this case, the cant words (“fears” and “jealousies”) by which Puritans described events and motives.
4. ‘punk’: whore.
5. ‘long-eared rout’: epic diction for “asses”; applied to Puritans whose short hair (thus Roundheads) made their ears conspicuous and who sometimes cupped their ears with their hands to catch each word of an enthusiastic sermon, in this case a call to rebellion. Notice the intent nature of the poet’s observations and how keen he is to draw elements of satire from the smallest of details. The presentation of the Puritan as priggish is so very deliberate in Butler. 
6. ‘wight’: romance diction for “man”.
7. ‘Mirror of Knighthood’: a chivalric romance admired by Don Quixote. The sarcastic tone is maintained even in the use of allusions and source materials.
8. ‘chivalry’: to the vision of himself as a knight, kneeling to be dubbed by his lord.
9. ‘domestic…errant’: As “domestic” knight, or Justice of the Peace “on the bench”, he could issue a “warrant” for arrest and “bind over” a prisoner for arrest trial; as knight “errant”, he could wander in search of righteous battle, i.e. look for vices to suppress.
10. ‘cartel’: knightly challenge.
11. ‘swaddle’: bind up, as in a diaper; but also cudgel.
12. ‘stout’: bold, brave (although Hudibras is also “stout” in the modern sense).
13. ‘barren ground’: the arid minds of pedants; or, since Hebrew was believed by some to be the natural language of man, the completely untutored mind.
14. ‘claps’: gonorrhea.
15.‘fowl’: domestic bird.
16. ‘owl’: a bird that may symbolize gravity or stupidity or both.
17. ‘calf’: fool.
18. ‘rooks’: crow-like birds, here swindlers.
19. ‘committee men and trustees’: appointed by Parliament to confiscate and sell of Church of England property, often high-handed and sometimes dishonest.

2.3.7: PARAPHRASE AND CRITICAL ANALYSIS 

Published in three parts (1663, ’64, ‘68), Hudibras, as you know by now, is a satire on the Puritans, and while it ridicules the extravagances into which many of the party ran, it entirely fails to do justice to their virtues and their services to liberty – civil and religious. The plan of the poem is based on that of Don Quixote, though its tone is quite different. Hudibras and Ralpho ride out as knight-errant and squire to engage in a series of combats against the representatives of those popular amusements so much disliked by the Puritans, such as bear-baiting and fiddling. They also engage in long and learned theological disputes. Hudibras himself represents the Presbyterians. His grotesque appearance and character are given a lengthy description. Ralpho, on the other hand, represents the Independents (Congregationalists). The early Independents differed more sharply from the Presbyterians than is sometimes realized. This is well brought out by Butler. Whereas Hudibras relies on his immense scholastic learning, Ralpho’s interests are more esoteric.

2.3.8: THEMATIC DISCUSSION
	Hudibras may be described as a mock-heroic poem dealing with the pretensions and hypocrisies of the Presbyterians, Independents and other sects which were subversive of the monarchy at the time of the great rebellion. Though it was not published till after the restoration of Charles II, Butler’s sympathies were ardently royalist; but his pen, so far as we know, was engaged only fitfully in support of his convictions. His object in putting together in a considerable poem an account of the events and opinions which he had quietly recorded during the convulsive struggles of the nation must have been to ingratiate himself with the king after his return. The impelling motive may well have been poverty, together with the desire of fame.
	  

	The first known attempt at mock-heroic poetry was Batrachomyomachia, or the Battle between Frogs and Mice, a burlesque on the Iliad, which was at one time absurdly attributed to Homer. Butler, of course, was acquainted with this poem, and wittily parodies title and subject in his Cynarctomachy, or Battle between Bear and Dogs. He was probably influenced, also, by Skelton, who, although a man of learning, attacked Cardinal Wolsey and the clergy in short rimes of “convivial coarseness and boisterous vigour.”  But Butler’s model in style, to a very great extent, must have been Scarron, almost an exact contemporary, whose Virgile Travesti was published in 1648–52; so Butler, who was versed in French literature, could easily adopt the salient features of this poem in Hudibras, which was not published till 1663. On the other side, Scarron shows acquaintance with English affairs, e.g. in the following couplet: 

       

D’un côté vient le grand Ajax
Fier comme le milord Fairfax.
Virg. Trav., liv. ii.

His method is to modernise the language and actions of the ancient Virgilian heroes, and to put in their mouths the phrases of the (common) people of his own time. In the same mocking spirit, he introduces glaring anachronisms, such as the appearance of Mohammedans at the foundation of Carthage, Dido saying grace before meat, etc.
	  

	The name “Hudibras” is derived from The Faerie Queene (11, 2, 17), and the setting of the poem is obviously imitated from Don Quixote, save that the imitation is a complete reversal of the attitude of the original. Cervantes treats the vanishing chivalry of Spain in a gentle and affectionate spirit, while showing the impossibility of its continuance in the changed conditions of life. In Don Quixote, every element of grandeur and nobility is attributed to the most ordinary and meanest person, building, incident or surrounding; an inn is a castle, an inn-keeper a knight, flocks of sheep are armies; a barber’s basin is a golden helmet in the vivid imagination of the knight; a mess of acorns set before him prompts a discourse full of regret at the passing away of the Golden Age, when Nature herself provided simple, wholesome fare for all, without necessity for resorting to force or fraud; and justice prevails throughout. Notwithstanding the absurdity and impossibility of this revival, the reader’s sympathy is ever on the side of the chivalric madman, even in his wildest extravagance. In Hudibras, on the contrary, the “blasoning” or description of the knight and squire, while following the most accredited forms of chivalric romance, serves only to set forth the odious squalor of the modern surroundings. The knight’s mental qualifications are given in great detail and, after that, his bodily accomplishments—all in a vein of satirical exaggeration. Butler’s purpose is to show everything in its vilest aspect. Instead of making common affairs noble in appearance, the poem reveals the boastful pretensions of the puritan knight by describing both his equipment and that of his squire squalid and beggarly.  His purpose however, is not to excite pity for the poverty and wretchedness of these pitiful champions, but to provoke contempt for the disgusting condition of the wretched pair and to bring down further odium upon it. It is genre painting with a vengeance, and fully realises the account given by Pliny of the art of Piraeicus: “He painted barbers’ shops and cobblers’ stalls, asses and dishes of food, and the like, thus getting the name of ‘painter of low life’; ([char]) and giving the highest pleasure by such representations.” Our own Morland and Hogarth well answer such a description, and we are fortunate in possessing illustrations of Hudibras designed by the latter. The sympathy between the painter and the poet must have been complete.
	 

	  That Hudibras going forth “a colonelling” is intended to represent Sir Samuel Luke is made pretty clear by the speech: 

       

’T is sung there is a valiant Mamaluke

In foreign Land yclept—

To whom we have been oft compar’d

For person, parts, address and beard.  

He is described as a “true blue” presbyterian, ignorant, conceited, pedantic, crotchety, a pretender to linguistic, mathematical and dialectical learning, bent on a “thorough-going reformation” by means of “apostolic blows and knocks.” In external appearance, he was of a most droll rusticity. His beard was orange tawny (perhaps copied from Philip Nye’s thanksgiving beard, or from Panurge’s beard in Pantagruel),  and it was unkempt because he had vowed not to trim it till the monarchy was put down. He was hunchbacked and adorned by a protuberant paunch, stuffed with country fare of milk and butter. His doublet was buff, the colour much affected by his party, and was proof against blows from a cudgel, but not against swordcuts. His trunk-hose were full of provisions; even his sword had a basket-hilt to hold broth, and was so little used that it had worn out the scabbard with rust, having been exhibited only in serving warrants. His dagger was serviceable for scraping pots and toasting cheese. His holster contained rusty pistols which proved useful in catching rats in the locks, snapping on them when they foraged amongst his garments for cheese. Don Quixote took no thought as to how he should obtain sustenance, while Hudibras was an itinerant larder.
	 

	All this is adapted from Cervantes or Rabelais, who themselves parodied the chivalric romances in the apparelling and blasoning of their heroes: in the same vein, Butler goes on to describe the steed and the squire. The horse was mealy mouthed, blind of one eye, like the mare of Rabelais’s Catchpole,  and wall-eyed of the other; there are also reminiscences of Rosinante and of Gargantua’s mare. It was of a grave, majestic pace, and is compared with Caesar’s horse, which would stoop to take up its rider, while this one stooped to throw Hudibras. The saddle was old and worn through, and the horse’s tail so long and bedraggled that it was only serviceable for swishing mire on the rider.
	  

	Ralpho the squire is an independent, with a touch of the anabaptist, despising booklore and professing to be learned for salvation by means of “gifts” or “new-light,” in the phraseology of those sects. Here comes in a loan from Rabelais in the account of Ralpho’s mystic learning. Here Trippa in Pantagruel  is based on Henricus Cornelius Agrippa of Nettesheim, author of De Occulta Philosophia; these writers and Pythagorean numbers are employed in the description of the squire’s accomplishments in quack astrology and almanac writing. Ralpho is a tailor and, like Aeneas and Dante, has seen “hell”—a sartorial term of the age, meaning a receptacle for shreds and scraps.
	


2.3.9: SUMMING UP 
Hudibras was an extremely popular work with pirate copies and a spurious second part being issued before Butler could produce his genuine second part in 1664. It was highly praised with Voltaire in his Letters on the English saying "I never found so much wit in one single book". One reader though was distinctly unimpressed. On 26 December 1662 Samuel Pepys recorded in his diary that he bought Hudibras, but, despite its being extremely popular at the time, he admitted finding no humour in it and selling it the same day. Two months later he bought it again to try to find what he was missing. He still found nothing funny about it, due to his finding its treatment of Puritans too vicious and being insensitive to the humour of the rhymes. This anecdotal summing up will help you get an idea of the mixed reactions that Butler’s work elicited in his own age. 
2.3.10. COMPREHENSION EXERCISES 
Long Answer Types (20 marks)

1. Discuss Hudibras as a mock-epic poem.

2. How in your opinion is the socio-political context of the times reflected in Hudibras?
3. What elements of satire do you find pervasively present in Hudibras? 
Medium Length Answers (12 marks) 

1. Comment on the art of characterization in Hudibras with reference to the two major characters you have come across. 
2. Write a note on Butler’s sources for Hudibras and his indigenous use of them. 

Short Answer Types (6 marks) 

1. Write briefly on the history of the composition of Hudibras. 

2. Bring out two instances of parody in Hudibras. 
3. Show with any two lines from the given extract, the impact of Butler’s use of the octosyllabic couplet. 
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