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2.2.0 INTRODUCTION 

In Module 1 of this Paper, you have had a vivid idea of the manifold complexities, both socio-political and cultural, inherent in the period of the history of literature that is called 'The Restoration'. Coming as it does after the ushering in of new learning in the Renaissance,  this was the period when the impact of classical thought and learning on the one hand and the influence of new social stratifications on the other, began to exert their influences on literature. While Dryden, whom you have studied in the earlier unit stands at one end of the poetic spectrum, Samuel Butler (Mod 2 Unit 3) represents the other extreme of poetic satire. In between, this Unit, which deals with two women poets, is an interesting section that explores a new and important strand – that of female articulation in literature. This section has been specially designed to give you a glimpse of how women start carving a space for themselves in the literary canon, and it is expected that at the end of it, you will be in a position to explore subsequent developments in this area. 

2.2.1 WOMEN'S WRITING OF THE AGE: AN OVERVIEW 
You have already read that it was during the Restoration that we first see actresses on the stage; this will give you some idea of the emergent position of women in contemporary society. Political and religious developments as well as changes in the circumstances of literary authorship led increasing numbers of women to write in many different genres and forms during the seventeenth century. However, cultural prejudices still attempted to limit women’s creative achievements. For instance, when Lady Mary Wroth, an accomplished poet, dramatist, and prose writer published her monumental romance Urania, she received an insulting poem that instructed her to ‘Work, Lady, Work. Let writing books alone. For Surely wiser woman never wrote one’. It may well be examined that the women writers’ responses to this context were guided by their passions as a means to engage with literary discourse. Another question may as well be addressed: what is the role of the passions — love, envy, hatred, pride, anger — in literary creativity? What are the specific constraints and conditions of authorship for women in the seventeenth century? Is there a tradition of early modern women’s writing and what are the advantages — and disadvantages — of defining such a tradition? 
As you read along this Unit, you should be able to formulate your own responses to these issues.
2.2.2: Works of Anne Kingsmill Finch, Countess of Winchilsea 
Although she has always enjoyed some fame as a poet, Anne Finch, Countess of Winchilsea, has only recently received greater praise and renewed attention. Her diverse and considerable body of work records her private thoughts and personal struggles but also illustrates her awareness of the social and political climate of her era. Not only do Finch’s poems reveal a sensitive mind and a religious soul, they also exhibit great generic range and demonstrate her fluent use of Augustan diction and forms. 


Descended from an ancient Hampshire family, Finch was born in April 1661, the third and youngest child of Anne Haselwood and Sir William Kingsmill. At the age of twenty-one, Finch was appointed one of six maids of honor to Mary of Modena, wife of the Duke of York, in the court of Charles II. Her interest in verse writing began during this period and was probably encouraged by her friendships with Sarah Churchill and Anne Killigrew, also maids of honor and women of literary interests. It was during her residence in the court of Charles II that she met Colonel Heneage Finch, uncle of the fifth earl of Winchilsea and gentleman to the Duke of York. Finch fell in love with Anne and courted her persistently until they married. She resigned her post, although Heneage Finch continued to serve in various government positions. Their marriage was a happy one, as attested by his letters and several of her early poems. They led a quiet life, residing first in Westminster and then in London, as Heneage Finch became more involved in public affairs with the accession of James II in 1685. The couple wholly supported James throughout his brief and difficult reign and remained forever sympathetic to the interests of the Stuart court. 

Following the revolution and deposition of James in 1689, Finch lost his government position and permanently severed himself from public life by refusing allegiance to the incoming monarchs, William and Mary. The subsequent loss of income forced the Finches to take temporary refuge with various friends in London until Heneage’s nephew Charles invited them to settle permanently on the family’s estate in Eastwell in 1689 or 1690, where they resided for more than twenty-five years. It was during the happy yet trying years of her early married life that Anne Finch began to pursue more seriously her interest in writing poetry. She adopted the pseudonym Ardelia, and not surprisingly, many of her earliest poems are dedicated to her “much lov’d husband,” who appears as “Dafnis” in her work. Finch’s poetry to her husband connects passionate love and poetry in subtle ways. In “A Letter to the Same Person,” she makes explicit the intertwined nature of love and verse, insisting that one is dependent on the other:
          Love without Poetry’s refining Aid

          Is a dull Bargain, and but coarsely made;

          Nor e’er cou’d Poetry successful prove,

          Or touch the Soul, but when the Sense was Love.

                Oh! Cou’d they both in Absence now impart

          Skill to my Hand, but to describe my Heart;

Finch’s early poems to her husband demonstrate her awareness of the guiding poetic conventions of the day, yet also point to the problems such conventions pose to the expression of intimate thought. 
In addition to celebrating her love, Finch’s earliest verse also records her own frustration and sense of loss following her departure from court in 1689. She and her husband remained loyal to the Catholic Stuarts, a tenuous stance to assume given the popularity of the Protestant William and Mary in Britain in the 1690s. Finch’s most explicit recognition of the problem of succession and of the difficulty of her relationship to the Stuarts appears in her first published poem, an elegy for James II anonymously published in 1701 and titled Upon the Death of King James the Second.  The poem ends with an appeal to Britain’s “Maternal Bosome”—an attack on William and possibly on the currently reigning queen as well—to honor “Rightful Kings” and “All who shall intend thy Good.” 
As her work developed more fully during her retirement at Eastwell, Finch demonstrated an increasing awareness of the poetic traditions of her own period as well as those governing older verse. Her work’s affinity with the metaphysical tradition is evident in poems such as “The Petition for an Absolute Retreat,” which represents the distanced perspective of the speaker through the image of the telescope, an emblem common to much religious poetry of the seventeenth century. Finch experimented with rhyme and meter and imitated several popular genres, including occasional poems, satirical verse, and religious meditations, but fables comprise the largest portion of her oeuvre. Most likely inspired by the popularity of the genre at the turn of the century, Finch wrote dozens of these often satiric vignettes between 1700 and 1713. Most of them were modeled after the short tales of Jean La Fontaine, the French fable writer made popular by Charles II. Finch mocked these playful trifles, and her fables offer interesting bits of social criticism in the satiric spirit of her age. 

However, Finch’s more serious poems have received greater critical attention than her fables. “A Nocturnal Reverie,” for instance, is clearly Augustan in its perspective and technique, although many admirers have tended to praise the poem as pre-Romantic. Finch’s poem opens with classical references and proceeds through characteristically Augustan descriptions of the foxglove, the cowslip, the glowworm, and the moon. Finch imitates Augustan preferences for decorum and balance in her use of heroic couplets and the medial caesura in setting the peaceful, nocturnal atmosphere of the poem:

          Or from some Tree, fam’d for the Owl’s delight,

          She, hollowing clear, directs the Wand’rer right:

          In such a Night, when passing Clouds give place,

          Or thinly vail the Heav’ns mysterious Face;

          When Odours, which declin’d repelling Day,

          Thro temp’rate Air uninterrupted stray;

While Finch’s verse occasionally displays slight antitheses of idea and some structural balances of line and phrase, she never attains the epigrammatic couplet form that Alexander Pope perfected in the early eighteenth century. Her admission in “A Nocturnal Reverie” that her verse attempts “Something, too high for Syllables to speak” might be linked to the Romantic recognition of the discrepancy between human aspiration and achievement. But ultimately she retreats to God and solitude and displays a more properly Augustan attitude in the acceptance of her human limitations. At times her descriptions of natural detail bear some likeness to poets such as James Thomson, but Finch’s expression is more immediate and simple, and her versification ultimately exhibits an Augustan rather than a pre-Romantic sensibility. 

Another form Finch appropriates is the Pindaric ode. Between 1694 and 1703 she wrote three such odes in the form introduced in England by Abraham Cowley in the 1650s, following his preference for complex and irregular stanzaic structures and rhyme schemes. These poems—”All is Vanity,” The Spleen (1709), and “On the Hurricane”—all depict metaphysical entities working against humanity to test its strength and faith in God. The Spleen, possibly Finch’s most well-known poem, was first published anonymously in 1709. The ode was immediately popular and received much attention for its accurate description of the symptoms of melancholia—the disease often associated with the spleen—which Finch suffered from throughout her life. 

In “Ardelia to Melancholy” Finch similarly presents a struggle against melancholy and depression, casting the disease as an “inveterate foe” and “Tyrant pow’r” from which “heav’n alone” can set her “free.” The poem shifts from the first to the third person, generalizing Ardelia’s particular experience to encompass all those who suffer from melancholia: “All, that cou’d ere thy ill got rule, invade, / Their uselesse arms, before thy feet have laid; / The Fort is thine, now ruin’d, all within, / Whilst by decays without, thy Conquest too, is seen.” The imperial language of the poem might also suggest a more abstract relation between her submission to the spleen and her status as a political exile.

Finch circulated two manuscripts of her work before she published Miscellany Poems, and several of her poems were published individually in broadsheets and smaller collections. Finch experienced some additional, though limited, recognition after the publication of her Miscellany Poems. Richard Steele, for instance, published several of her poems in his Miscellanies of 1714. She was personally acquainted with both Swift and Pope, though the full extent of her relationships with them is unknown. Finch is mentioned in several compilations, memoirs, and literary dictionaries during the 18th century, and to a lesser extent, in the 19th century, but has received sustained attention only recently. The first modern edition of her work, though incomplete, appeared in 1903. 
Much of the recent interest in Finch arises from current academic efforts to recover the work of previously neglected women writers, exploring how those writers depict themselves as poetic subjects and examining the ways in which they adopt and alter the poetic standards of a particular period. In addition to her representations of melancholy and the spleen—an affliction common to women—Finch also called attention to the need for the education of women and recorded the isolation and solitude that marked women’s lives. In “The Bird and the Arras,” for instance, a female bird enclosed in a room mistakes the arras for a real scene and flies happily into it. But she is soon trapped, “Flutt’ring in endless circles of dismay” until she finally escapes to “ample space,” the “only Heav’n of Birds.” Such images of entrapment and frustration are echoed in Finch’s description of the limitations of women’s social roles in England at the turn of the 18th century. In “The Unequal Fetters,” the speaker notes her fear of fading youth, but later refuses to be a “pris’ner” in marriage. Finch admits that marriage does “slightly tye Men,” yet insists that women remain “close Pris’ners” in the union, while men can continue to function “At the full length of all their chain.” For the most part, however, Finch’s message is subtle in its persistent decorum and final resignation and consolation in God. Although she was certainly aware of the problems many of her countrywomen faced, and particularly of the difficulties confronting women writers, Finch offers a playful yet firm protest rather than an outspoken condemnation of the social position of women. And although she endured a loss of affluence with James’s deposition, there is little evidence that she abhorred her twenty-five-year retirement in Eastwell, which afforded her the leisure in which to pursue her creative interests. 

Finch died quietly on 5 August 1720 after several years of increasingly ill health. Following her funeral, Heneage Finch praised her Christian virtues and persistent loyalty to her friends and family, noting as well her talents as a writer: “To draw her...just character requires a masterly pen like her own. We shall only presume to say she was the most faithful servant to her Royall Mistresse, the best wife to her noble Lord, and in every other relation public and private so illustrious an example of all moral and divine virtues.” Much of the immediate appeal of Finch’s verse to a post-Romantic modern audience lies in the sincerity with which she expressed the Christian values her husband recalls in his eulogy. But clearly Anne Finch belongs to her age and merits greater appreciation for her poetic experimentation and her fluent use of Augustan diction and forms. Her voice is clear and self-assured, evidence of the controlled and confident poise of an aristocratic poet.

2.2.3:  'The Introduction’
Did I, my lines intend for publick view,
How many censures, wou'd their faults persue,
Some wou'd, because such words they do affect,
Cry they're insipid, empty, uncorrect.
And many, have attain'd, dull and untaught
The name of Witt, only by finding fault.
True judges, might condemn their want of witt,
And all might say, they're by a Woman writt.
Alas! a woman that attempts the pen,
Such an intruder on the rights of men, 
Such a presumptuous Creature, is esteem'd,
The fault, can by no vertue be redeem'd.
They tell us, we mistake our sex and way; 
Good breeding, fassion, dancing, dressing, play
Are the accomplishments we shou'd desire;
To write, or read, or think, or to enquire
Wou'd cloud our beauty, and exaust our time;
And interrupt the Conquests of our prime;
Whilst the dull mannage, of a servile house
Is held by some, our outmost art, and use. 
  Sure 'twas not ever thus, nor are we told
Fables, of Women that excell'd of old;
To whom, by the diffusive hand of Heaven 
Some share of witt, and poetry was given.
On that glad day, on which the Ark return'd, 
The holy pledge, for which the Land had mourn'd,
The joyfull Tribes, attend itt on the way,
The Levites do the sacred Charge convey,
Whilst various Instruments, before itt play;
Here, holy Virgins in the Concert joyn, 
The louder notes, to soften, and refine,
And with alternate verse, compleat the Hymn Devine.
Loe! the yong Poet, after Gods own heart, 
By Him inspired, and taught the Muses Art,
Return'd from Conquest, a bright Chorus meets,
That sing his slayn ten thousand in the streets.
In such loud numbers they his acts declare,
Proclaim the wonders, of his early war,
That Saul upon the vast applause does frown,
And feels, itts mighty thunder shake the Crown. 
What, can the threat'n'd Judgment now prolong?
Half of the Kingdom is already gone;
The fairest half, whose influence guides the rest,
Have David's Empire, o're their hearts confess't.
  A Woman here, leads fainting Israel on, 
She fights, she wins, she tryumphs with a song,
Devout, Majestick, for the subject fitt,
And far above her arms, exalts her witt,
Then, to the peacefull, shady Palm withdraws,
And rules the rescu'd Nation with her Laws. 
How are we fal'n, fal'n by mistaken rules?
And Education's, more than Nature's fools,
Debarr'd from all improve-ments of the mind,
And to be dull, expected and dessigned;
And if some one, would Soar above the rest,
With warmer fancy, and ambition press't,
So strong, th' opposing faction still appears,
The hopes to thrive, can ne're outweigh the fears,
Be caution'd then my Muse, and still retir'd;
Nor be dispis'd, aiming to be admir'd; 
Conscious of wants, still with contracted wing,
To some few freinds, and to thy sorrows sing;
For groves of Lawrell, thou wert never meant; 
Be dark enough thy shades, and be thou there content.
2.2.4: Notes and Glossary 

1. 1 Chronicles 15.

2. 1 Samuel 17-18.

3. Judges 4-5. The judge Deborah.

4. Lawrell: Laurel crowns were awarded as honours to famous poets. 

2.2.5: Paraphrase and Critical Analysis 
The picture of a woman poet frustrated by the restrictions imposed by society on her is seen clearly in "The Introduction". The poet begins
by anticipating what critics would say about her lines: "And all might
say, they're by a Woman writt." A woman writer is viewed as "an
intruder on the rights of men" and a "presumptuous Creature" who
should desire woman's proper accomplishments, namely, "Good breeding,
fassion, dancing, dressing, play." In fact, the public would feel that
"To write, or read, or think, or to enquire / Wou'd cloud our beauty,
and exaust our time, / And interrupt the Conquests of our prime." This
early feminist rejects the idea that "the dull mannage, of a servile
house" is woman's "outmost art, and use".

To support her idea that women can accomplish more than the public's
limited view of the female role, the poet looks to ancient Israel for
examples of women who excelled and includes them in "The
Introduction." To the Biblical account of the return of the Ark of the
Covenant to Israel, she adds "holy Virgins" to the crowds of people
who sang joyfully and speaks of these virgins' completing "the Hymn
Devine" with their soft notes. When victorious David returned from
battle, the women greeted him with songs and with applause which made
King Saul feel "itts mighty thunder shake the Crown." Saul's time on
the throne is limited because "Half of the Kingdom is already gone; /
The fairest half, whose influence guides the rest, / Have David's
Empire o're their hearts confess't." The poet's last example from
ancient Israel, the famous Deborah also had a song to sing, again one
of victory. He describes her as follows: "A Woman here, leads
fainting Israel on, / She fights, she wins, she tryumphs with a song."
After the victory has been won, Deborah the judge "rules the rescu'd
Nation, with her laws." Mallinson speaks of this "appeal to antique
precedent" as "lengthy, substantial, and vigorous", and Rogers notes
that Biblical examples "seemed called for in an age when the Bible was
constantly used to keep woman in her place."
Unfortunately, women in Finch's society are not expected to lead as
these earlier women had done but instead have been hampered by poor
education and by opposition from others if they desire to "Soar above
the rest, / With warmer fancy, and ambition press't." Women are
"Debarr'd from all improvements of the mind / And to be dull, expected
and dessigned". Because of these negative conditions, this woman poet
cautions her Muse to be content with just a small audience of friends.
Mallinson interprets the phrase "with contracted wing" as including "a
narrow range of song".
A poet of the early eighteenth century, Anne Finch composed in a
variety of contemporary forms, including the verse epistle, the
Pindaric ode, the fable, and occasional poetry, exploring issues of
authorship, love, friendship, and nature. Her nature poetry celebrates
the beauty of the country, especially in contrast to the superficial
frivolity of London society, while her love poetry praises married
life rather than the attentions of a lover. Finch defended the
appropriateness of women writing and often adapted the conventions of
male Augustan writers to female experiences and themes. Though rarely
adopting the satirical tone of Alexander Pope or Jonathan Swift, Finch
was nonetheless encouraged in her craft by these literary figures.

The majority of her poems are characterized by such themes as gender
and politics. Marginalised through politics and her desire to write,
Finch recognized the difficulties of an eighteenth-century woman
assuming the public voice of a poet, while insisting that intellectual
pursuits were not the prerogative of men. She commemorated the beauty
of nature in "Nocturnal Reverie," "The Tree," "The Bird," and
"Petition for an Absolute Retreat," the latter poem also suggesting
her escape from political turmoil. In a similar vein, "Ardelia's
Answer to Ephelia" lauds the value of rural retirement while
criticizing the pretentiousness of London society and female vanity.
In "The Introduction," "Circuit of Apollo," "Ardelia's Answer to
Ephelia," and "To the Nightingale," she asserted the validity of women
writing. In taking up the pen to write love poetry, she countered the
tradition of arranged marriages and male infidelity by celebrating
conjugal love in poems to her husband, though she criticised mercenary
marriages in other poems. Her greatest eighteenth-century success,
"The Spleen," examines both a generalized public understanding of the
condition and treatment of melancholy and her private suffering.

"The Introduction" to her Miscellany Poems (1713) never was published
with them, probably due to its direct challenge to the male-dominated
literary scene of her time.  Her self-censorship in fear of public
condemnation became a casebook example for feminist critics of the
'sixties and 'seventies who sought to explain why women weren't
published more often.  Those women were in fact writing, but they knew
their work could be condemned or ignored (worse yet!) merely for being
"by a woman writ" , perhaps her most famous single phrase.  The
chilling spectacle of a competent, perhaps even great poet thinking
seriously about turning her back on publication and the chance to
shape the English language reaches its peak in lines 59-64 in which
she directly echoes Milton while rejecting the great poetic gesture
for a deliberately lesser effect.

2.2.6: Comprehension Exercises on 'The Introduction' 

1. Write an essay on the women writers of the seventeenth century with special reference to Anne Finch. (20 marks)
2. Attempt a critical appreciation of the poem ‘The Introduction’. (12 marks)
3. Annotate: (6 marks)
Alas! a woman that attempts the pen,
Such an intruder on the rights of men, 
Such a presumptuous Creature, is esteem'd,
The fault, can by no vertue be redeem'd.


2.2.7: Works of Aphra Behn 

Behn's contemporary reputation as a poet was no less stunning than her ‘notoriety’ as a dramatist. She was heralded as a successor to Sappho (a Greek lyric poet), inheriting the great gifts of the Greek poet in the best English tradition exemplified by Behn's immediate predecessor, Katherine Philips. Just as Philips was known by her pastoral nom de plume and praised as "The Matchless Orinda," so Behn was apostrophized as "The Incomparable Astrea," an appellation based on the code name she had used when she was Charles's spy. 

Some of Behn's lyrics originally appeared in her plays, and there were longer verses, such as the Pindaric odes, published for special occasions. But the majority of her poetry was published in two collections that included longer narrative works of prose and poetry as well as Behn's shorter verses. Poems upon Several Occasions: with A Voyage to the Island of Love (1684) and Lycidus: Or The Lover in Fashion (1688) reflect Behn's customary use of classical, pastoral, courtly, and traditionally English lyric modes. Forty-five poems appeared in Poems upon Several Occasions; ten poems were appended to Lycidus. Ten more works appeared in the 1685 Miscellany. Posthumous publications include poems in Charles Gildon's Miscellany Poems Upon Several Occasions (1692) and in The Muses Mercury (1707-1708). 

Behn's distinctive poetic voice is characterized by her audacity in writing about contemporary events, frequently with topical references that, despite their allegorical maskings, were immediately recognisable to her sophisticated audience. Although she sometimes addressed her friends by their initials or their familiar names, she might just as easily employ some classical or pastoral disguise that was transparent to the initiated. Behn's poetry, therefore, was less public than her plays or her prose fiction, as it depended, in some cases, on the enlightened audience's recognition of her topics for full comprehension of both the expression and implications of her verse. Such poetic technique involved a skill and craft that earned her the compliments of her cohorts as one who, despite her female form, had a male intelligence and masculine powers of reason. 

Behn's response to this admiration was to display even more fully those characteristics which had earned her praise. Frequently her poems are specifically addressed to members of her social community and might employ mild satire as commentary, present events of their lives, and detail or explore the emotional states of their frequently complex relationships, expecially those of love and sex. Less commonly Behn might use a translation or adaptation of another author's verse to discuss these issues in her own style. In these cases the poems are frequently redrawn to reveal Behn's own emphases and display more her artistic perspective than that of the original author. 

Whatever the source of the texts, whether her plays, a political or personal occasion, an adaptation or translation, or an emotional or psychological exploration, Behn's verse style is particular and identifiable, with a very distinctive voice. The speaker is usually identified as a character or as "Astrea," Behn's poetic self, and there is usually a specific audience. There may be dialogue within a poem, but, unlike the dialogue in her plays, in the poetry the voices are joined in lyrical rather than dramatic expression. In fact, the musicality of Behn's verse is another identifying characteristic. Whereas many of Behn's predecessors and contemporaries, including Philips, to whom Behn was frequently compared, are known for the Metaphysical aspects of their verse, Behn's poems are more classical, in the tradition of Ben Jonson rather than John Donne. As such they rely more on the heritage of sixteenth-century ornate lyricism as practiced by Sir Philip Sidney, Edmund Spenser, and William Shakespeare, along with the epigrammatic tradition of light Juvenalian satire in Jonson and Robert Herrick, than the Marvellian wit and Miltonic grandeur of later seventeenth-century verse. Behn shares with John Dryden a preference for the couplet, but she also uses a modified ballad stanza and more varied verse forms if the content permits. The decorum of her verse is based in a very traditional relationship between structure and meaning, so that her discourse has a sense of immediacy and directness despite the conventionality of her literary forms. Perhaps it is because her use of vocabulary and form is so traditional that Behn, who was in her lifetime criticised as outrageous for the content of her works, was able, nevertheless, to thrive as a successful author. 

The breaking of boundaries in poetry, as in her life, caused Behn to be criticized as well as admired publicly. Her best-known poem, "The Disappointment," finely illustrates Behn's ability to portray scandalous material in an acceptable form. The poem was sent to Hoyle with a letter asking him to deny allegations of ill conduct circulating about his activities. Both the letter and the poem were reprinted in early miscellaneous collections. "The Disappointment" has been traditionally interpreted to be about impotence. But it is also about rape, another kind of potency test, and presents a woman's point of view cloaked in the customary language of male physical license and sexual access to females. The woman's perspective in this poem provides the double vision that plays the conventional against the experiential. 
One of her best-known verses, happily juxtaposed to "The Disappointment," is "Song: The Willing Mistriss." This poem describes how the female speaker becomes so aroused by the excellent courtship of her lover that she is "willing to receive / That which I dare not name." After three verses describing their lovemaking, she concludes with the coy suggestion, "Ah who can guess the rest?" The poem is a good example of Behn's treatment of conventional courtly and pastoral modes, as is the "Song. Love Arm'd," which describes Cupid's power to enamour. 
2.2.8: Text of Song – 'Love Armed' 

LOVE in fantastic triumph sat,

Whilst bleeding hearts around him flowed,

For whom fresh pains he did create,

And strange tyrannic power he showed,

From thy bright eyes he took his fire,

Which round about, in sport he hurled;

But 'twas from mine, he took desire,

Enough to undo the amorous world.

 

From me he took his sighs and tears,

From thee his pride and cruelty;

From me his languishments and fears,

And every killing dart from thee;

Thus thou and I, the god have armed,

And set him up a deity;

But my poor heart alone is harmed,

Whilst thine the victor is, and free. 

['Love Armed' first appeared as 'Love in fantastic triumph sat' in Abdelazer (1677). It was reprinted in Poems on Several Occasions in 1684.]

2.2.9: Notes and Glossary 

bleeding heart: rejected in love,
amorous world: lustful people,

deity: idol, god.
2.2.10: Paraphrase and Critical Analysis 

The poem is an epitome of the love-lover relationship where love stands alone surrounded by the bleeding hearts of the lovers. It depicts how the lovers fall prey to the almighty in order to make the love  perfect in the truest possible sense. It is a poem about the greatness of the love itself which is nothing but a form of aesthetic, that aesthetics which is very much part and parcel of that abstract, designated as the almighty. Both the male and the female lovers donate something precious in order to make the love reach its highest esteem. Thus the 'poor heart alone is harmed'. Finally it is that almighty gets the victory through the victory of the purest form of emotion. Thus there is in the poem a passage from the human subject to the supra-human, love being the vehicle for it. 
Janet Todd, the biographer of Aphra  Behn once wrote; ''Behn has a lethal combination of obscurity and secrecy  which makes her uneasy fit for any narrative, speculative or factual''. So when a woman like her writes a poem of love, the theme certainly turns  a little confusing and a shade controversial too. At a very first reading specially of the first stanza, it seems as if the poet as a devotee of love goes on adoring the Love itself and describing the story of the lover's sacrifice for the sake of love. The first two lines stand for the aesthetic rather eternal value of love. As the purest form of emotion, love can only be relished for the cost of sufferings it bequeaths on the lovers. As the poet bows her head down to that almighty she says how that omnipotent creates so many obstacles on the way and takes away all those shields one after another, preventing the harm, to attain that love in its purest form. But as the poem develops, a certain question crops up. Is it simply an idealisation of love? No, not at all. 

Shortly after her supposed return to England from Surinam in 1664, Behn may have married John Behn, who may have been a merchant from Hamburg. He died, or the couple separated soon after 1664. So in her personal life Behn was already very much offended and hurt by the failure in her love. May be in order to overcome her grief, she surpasses all those materialistic shortcomings and sees that entire event as a failure in the lovers' meeting. But as the poem develops, it no more stands as this mere binary but the gender issue adds a little extra icing to the cake. Aphra, who had a Catholic upbringing and announced herself as 'designed for a nun' may have had a different outlook to love, which denies the common binary of men dominating the love affair. It might also be that to her a successful love stands as a juxtaposition of some truest holy emotions. Afterall she belonged to the age just after that of the Elizabethan, when love got its highest esteem through the concept of metaphysical love- a love beyond the very physical virtues. 

In one of her famous poems 'The Disappointment ' (referred to earlier) she depicts the story of a sexual encounter told from a woman's point of view that may be interpreted as a work about male impotence. Lysander, the male lover is shown here to be torn between his sexual desire and immense control. The battle between the mere physical urge and a sublime form of it is the primary motif of the poem. But later it turns out into some different issue altogether. 
The question now is why she chose such a pessimistic title? Was she really disappointed in this theme of love? She may have tried her best to overcome her grief and got no better way than to hope for something aesthetic and eternal beyond these mundane realities. In her work 'The Unfortunate Happy Lady' she claims success in love as a combination of forgiveness, intense passion and endangered but inviolate virtue. The woman voice here is repeatedly seen to speak for herself in the latter part of the poem. All those polite, lovely forms of emotion like 'sighs and tears', 'languishments and fears' are taken away from the lady lover. While those chauvinistic virtues like pride and cruelty have been a part of the male soul throwing all those sharp darts towards the pure female heart, making it deserted, harmed. So when the poet writes in the last line ''Whilst thine the victor is...'', does she refer to the male lover here? Or is it a victory of that almighty or love itself as an emotion as its purest form which always lies in its unrequited form? Afterall, the female virtue wins the battle in terms of human feelings and ethics here.
2.2.11: Summing Up - Subsequent and Contemporary Reception

The two poems discussed above belong to the seventeenth century when the women did not enjoy much prominence. Subsequently, their works, too, were treated to be minor among the prolific careers of the male writers, and soon went into oblivion. Later, the awareness of the unique poignancy of women writing made critics look into these works as some of the early specimens of women writing in English literature. The poems jointly confront the problematic situation of the women writers at that point of time, and discuss their views and aspirations at length. In the twentieth century, when the global literary scenario is often getting flooded by feminist waves, these poems serve their purpose, though as period pieces, properly. 
2.2.12: Comprehension Exercises on 'Love Armed'
1. Discuss Aphra Behn’s career as a poet, with special reference to her ‘Love Armed’. (20 marks)
2. What do you consider to be the major theme in ‘Love Armed’? Discuss. (12 marks)
3. Annotate: (6 marks)
But 'twas from mine, he took desire,

Enough to undo the amorous world. 
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