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                                                          INTRODUCTION

       Education provides creative inspiration for the spirituality of the people of 
Uzbekistan. It helps us discover the best abilities of the up and coming generation, while continuously improving the skills of professionals. Education helps elucidate and pass down the wisdom and experiences of the older generation to the younger. Young people, with their budding talents and thirst for knowledge, begin to understand spirituality through education. Our state   attracts on a broad scale the experience of advanced countries in training specialists and establishing conditions for high-quality education in Uzbekistan itself. During the era of cultural renaissance   centuries  there were many cities with institutions of higher education and scientific centers in Central Asia. This excellent tradition is now being revived.        The problem of learning languages is very important today. Foreign languages are socially demanded especially at the present time when the progress in science and technology has led to an explosion of knowledge and has contributed to an overflow of information. The total knowledge of mankind is known to double every seven years. Foreign languages are needed as the main and most efficient means of information exchange of the people of the world.
         I.A. Karimov, the President of Uzbekistan from early years of independence   up to present day,   determines that only mastery of the English language would bring Uzbekistan the International trade, investment and access to World Science and technology it needed. We cannot deny that in the last twenty five years or so, the English language has been gaining importance at an accelerated rate all over the world because the language is regarded as a valuable resource for modernization and economic development which entails an escalation of commercial, technological and cultural exchanges with English-speaking parts of the world. The English language has contributed to these changes and developments by serving as a vital link with the outside world. In the view of the importance for us to integrate into the global economy, there is a need to expand and improve English language proficiency. This implies that as a nation, tremendous efforts and resources need to be expended on revamping curriculums, updating English syllabuses producing new English textbooks, developing skills-oriented examinations, and upgrading teachers’ professional competence.[1.4] 
        English is one of the official languages of the United Nations Organization and other political organization. It is the language of the literature, education, modern music, international tourism. Uzbekistan is integrating into the world community and the problem of learning English for the purpose of communication is especially urgent today. Learning a foreign language is not as easy thing. It is a long and slow process that takes a lot of time and patience. However, to know 
English is absolutely necessary for every educated person.  
           It is well known that reading books in the original, listening to the radio news, communicating with the English-speaking people will help a lot. When learning a foreign language you learn the culture and history of the native speakers.  

         The problem of learning languages is very important today. Foreign languages are socially demanded especially at the present time when the progress in science and technology has led to an explosion of knowledge and has contributed to an overflow of information. The total knowledge of mankind is known to double every seven years. Foreign languages are needed as the main and most efficient means of information exchange of the people of our planet.[1.1] When the Republic of Uzbekistan became Independent, there have been many changes in various spheres of country life, as well as  in educational system.  Great attention is being paid to younger generation. There were many reforms in education and other fields of social life. As our state gained its historical independence great attention started to be paid to foreign languages and their teaching. State sovereignty, along with membership in the United Nations and other international organizations has given Uzbekistan an opportunity to conduct independent foreign policy, search for ways to join the international community, and prioritize the goals of international relations. One of the most important tasks of our country is to train of qualified specialist in the fields of diplomacy, international law, external economic activities, banking and other new realms of endeavors; expended study and training opportunities for students and specialists at leading foreign educational and research centers, foreign firms, banks and companies. 
          In order to fulfill these tasks, we should think about methods and ways of teaching English to our specialists. In many documents on education in Uzbekistan it is always mentioning that without foreign languages no organization, no person can develop fast. During the visit to Samarkand region our president insisted all teachers and professors gain knowledge of foreign languages and computer technologies. The next step to improving English language teaching at secondary schools was a Decree  about “On measures further improving foreign languages language system” that was declared on December 10, 2012 by the President of Uzbekistan, Islom Abduganievich Karimov. In this decree he resolves the problem of learning English from the early age of children, and developing and   improving the English language learning, at the same time teaching foreign languages using innovative pedagogical methods in all   educational establishments of Uzbekistan. 
          According to this Decree, starting from the 2013-2914 academic year English language will be taught at early ages, from the first grade. It is planned to teach English alphabet, poems and songs using pictures on the base of oral teaching methods. Besides, it is envisaged that university modules, especially in technical and international areas will be offered in English at higher educational establishments. The next important issue in this Decree is to prepare draft proposals on introducing foreign languages testing to the entrance examinations for all higher educational universities and institutes. So, the English language has become one of the most communicative languages in Uzbekistan too. Now, the life requires most qualified and well equipped, knowledgeable English teachers. My qualification paper is devoted to one of the actual problems of   English Literature:   analysis of love motives in J.G.Byron’s literary works.  
Actuality of the topic of the graduation paper.  Given topic is urgent for that reason for research because there very little work is done in Uzbekistan. This topic became really interesting for us, as in working on this topic we have found a lot of   important scientific materials which are very useful for high school students in our country. We must say that there is not enough scientific works on the literary analysis of English or American literature by Uzbek literary or linguist researchers which makes difficult to have a research work or to study English writers’ novels  and stories.  
        Aim of the research establishing literary analysis   of love motives in J.G.Byron’s works. And working out effective strategies for teaching J.G.Byron  at high schools in Uzbekistan is also included into the aim of our diploma work.
        Tasks of the research: In order to fulfill the above mentioned goal of our research we should carry out the following tasks: 
· to study the literature and its specific features of the literary movements of the period when J.G.Byron lived;
· to observe the main features of English romanticism;   
· to work on the contents of the love motives analysis, character sketch   in J.G.Byron’s works and discover  their main peculiarities;
·  to consider J.G.Byron’s writing style; 
· to study the   main features of Byron’s poetry;
·  to distinguish special features of the love motives in the context;   
· to work on the effective strategies for teaching J.G.Byron at high schools.                  
        Object of the research:  English literature, namely English poetry, its main features, and effective strategies for teaching J.G.Byron  at high schools.
        Subject matter of the research:  Analysis of love motive in J.G.Byron’s poetry .
        Methods of the research  - "TWIST" Tone: What is the author's tone? Word 
Choice: What particular word choice may be indicative of the author's feelings? Imagery and Detail: Is there any specific imagery or use of detail that indicates the author's attitude or evokes a particular reaction from the reader? Style: Does the author demonstrate any characteristic style that may help with interoperation?
Theme: What theme does the author present in the passage or poem?, method  of narrative analysis, metaphorical analysis, and inter-textual analysis. Digital Methods and Literary History,” looked at a corpus of books through text meaning to assess the writing styles and themes of the SIFT method - symbol, imagery, figurative language, and tone or theme analysis.
       Materials for the research: Literary works written by J.G.Byron as a whole, poems which were a real picture description of human love.
      The scientific novelty of the research: The main features love motives of the poems  by J.G.Byron in   English poetry have been found; A detailed literary analysis of the whole system of the literary writing in  English romanticism and   have been made; Useful effective strategies, a set of exercises    for drilling J.G.Byron’s poetry at high schools have been worked out and offered for extensive and further use at  different aspects of  English lessons
       Materials for the research:   literary works by  J.G.Byron:   "Eastern Tales", “Don Juan”
        Methodology of the research: works by Fitrat  “Adabiyot qoidalari”,  in two volumes “Adabiyot nazariyasi”, Z.Boboyeva’s textbook “Badiiy san’atlar”, A. Quronov’s   textbook “Adabiyotshunoslikka kirish”.,J.Lapasov  “Badiiy matn va lisoniy tahlil”,  several issues in the journal “O’zbek tili va adabiyoti, textbook written by Fayzulla Boynazarov “Jahon Adabiyoti”,  М.Поляковский  учебник “Вопроси поетики и художественной семантики”  
 and our university teachers’ lectures on English literature, Рогова Г.В., Рабинович Ф.М.   Методика обучения иностранным языкам в средней школе., Джалалов.Дж.Дж. Проблемы содержания обучения иностранному языку, Первые шаги в профессию учителя иностранного языка:  Пособие для студентов./ Саломатов К.И., Волков Т.А. и др. J.Jalolov Chet tili o’qitish metodikasi” and materials on the theory and practical course of literature in the Internet websites were the major applications of methodology of our research.
        Theoretical value of the research: We should mention that this research work represents a great theoretical value for those willing to take up their future carrier in the field of literature as invaluable reference to the methods and the ways of working of English literature. English story writing style its literary analysis   have been elaborated. And according to its TWIST analysis effective strategies for teaching J,G.Byron at high schools have been invented and offered.
       Practical value of the research:  the results of the investigation can be used in giving general and special courses in English literature at lower educational establishments where English literature has been taught.. In regard to universities it can be useful in teaching English literature and having practical course on the literary analysis. And, the presented material can be used at the lessons of practical course of English language  and speech practice at universities. Effective strategies for teaching literature can be useful to create the teaching aids, textbooks, handouts etc. Teachers and students might use the results of the present work for their further investigations on teaching English language or literature.
       Field of application: Literature as a whole and English Literature itself, teaching literature at lyceums, schools, at high schools and colleges. 
       Structure of the graduation paper: it consists of Introduction, three chapters including five paragraphs, conclusion and bibliography. 
       Introduction tells about actuality, novelty of the research, object and subject of the research, tasks, methods and methodological base of the research, theoretical and practical value, and structure of the research. 
     The first chapter is devoted to the study the issue of J.G.Byron’s carrier as a representative of romanticism. The first chapter of our study presents a wide range of materials on English romanticism and J.G.Byron himself, his life and fame. It tells about writer’s poetic writing style that how he was able to break away from the conventions of XIX century fiction.
     The second chapter speaks about Literary analysis of love motives  in his following literary works: “Don Juan”  by J.G.Byron, plot summary, main literary peculiarities of his poetry writing  and character sketch.
      The third chapter presents effective strategies for teaching  J.G.Byron at high schools. It tells about of the goals for teaching poetry, understanding writers’ individual differences, planning and organizing literature instruction, using poemsto foster interpretation, leading classroom discussions on poems, writing about poems, using narratives in the classroom, teaching poems and task-specific strategies, and so on.  
Conclusion: in this final part of our paper we have summed up all our ideas on the base of revealed and observed materials and scholars’ research works about studied theme. Bibliography   shows all the list of literature which was used for preparing our diploma work.




















Chapter I     
                   
           Romanticism (also the Romantic era or the Romantic period) was an artistic, literary, and intellectual movement that originated in Europe toward the end of the 18th century and in most areas was at its peak in the approximate period from 1800 to 1850. Partly a reaction to the Industrial Revolution it was also a revolt against the aristocratic social and political norms of the Age of Enlightenment and a reaction against the scientific rationalization of nature. It was embodied most strongly in the visual arts, music, and literature, but had a major impact on historiography, education and the natural sciences. Its effect on politics was considerable and complex; while for much of the peak Romantic period it was associated with liberalism and radicalism, its long-term effect on the growth of nationalism was probably more significant.
         The movement validated intense emotion as an authentic source of aesthetic experience, placing new emphasis on such emotions as apprehension, horror and terror, and awe—especially that which is experienced in confronting the sublimity of untamed nature and its picturesque qualities: both new aesthetic categories. It elevated folk art and ancient custom to a noble status, made spontaneity a desirable characteristic as in the musical impromptu), and argued for a "natural" epistemology of human activities, as conditioned by nature in the form of language and customary usage. Romanticism reached beyond the rational and Classicist ideal models to raise a revived medievalism and elements of art and narrative perceived to be authentically medieval in an attempt to escape the confines of population growth, urban sprawl, and industrialism. Romanticism embraced the exotic, the unfamiliar, and the distant in modes more authentic than Rococo chinoiserie, harnessing the power of the imagination to envision and to escape.
        Although the movement was rooted in the German Sturm und Drang movement, which prized intuition and emotion over the rationalism of the Enlightenment, the events of and ideologies that led to the French Revolution planted the seeds from which both Romanticism and the Counter-Enlightenment sprouted. The confines of the Industrial Revolution also had their influence on Romanticism, which was in part an escape from modern realities. Indeed, in the second half of the 19th century, "Realism" was offered as a polarized opposite to Romanticism. Romanticism assigned a high value to the achievements of 'heroic' individualists and artists, whose pioneering examples, it maintained, would raise the quality of society. It also vouched for the individual imagination as a critical authority allowed of freedom from classical notions of form in art. There was a strong recourse to historical and natural inevitability, a Zeitgeist, in the representation of its ideas.
         Defining the nature of Romanticism may be approached from the starting point of the primary importance of the free expression of the feelings of the artist. The importance the Romantics placed on untrammelled feeling is summed up in the remark of the German painter Caspar David Friedrich that "the artist's feeling is his law".[7.87] To William Wordsworth poetry should be "the spontaneous overflow of powerful feelings".[7.88] In order to truly express these feelings, the content of the art must come from the imagination of the artist, with as little interference as possible from "artificial" rules dictating what a work should consist of. Coleridge was not alone in believing that there were natural laws governing these matters which the imagination, at least of a good creative artist, would freely and unconsciously follow through artistic inspiration if left alone to do so. As well as rules, the influence of models from other works would impede the creator's own imagination, so originality was absolutely essential. The concept of the genius, or artist who was able to produce his own original work through this process of "creation from nothingness", is key to Romanticism, and to be derivative was the worst sin. This idea is often called "romantic originality."[7.94]
         Not essential to Romanticism, but so widespread as to be normative, was a strong belief and interest in the importance of nature. However this is particularly in the effect of nature upon the artist when he is surrounded by it, preferably alone. In contrast to the usually very social art of the Enlightenment, Romantics were distrustful of the human world, and tended to believe that a close connection with nature was mentally and morally healthy. Romantic art addressed its audiences directly and personally with what was intended to be felt as the personal voice of the artist. So, in literature, "much of romantic poetry invited the reader to identify the protagonists with the poets themselves".[7.115]
       According to Isaiah Berlin, Romanticism embodied "a new and restless spirit, seeking violently to burst through old and cramping forms, a nervous preoccupation with perpetually changing inner states of consciousness, a longing for the unbounded and the indefinable, for perpetual movement and change, an effort to return to the forgotten sources of life, a passionate effort at self-assertion both individual and collective, a search after means of expressing an unappeasable yearning for unattainable goals."[7.126]
        The group of words with the root "Roman" in the various European languages, such as romance and Romanesque, has a complicated history, but by the middle of the 18th century "romantic" in English and romantique in French were both in common use as adjectives of praise for natural phenomena such as views and sunsets, in a sense close to modern English usage but without the implied sexual element. The application of the term to literature first became common in Germany, where the circle around the Schlegel brothers, critics August and Friedrich, began to speak of romantische Poesie ("romantic poetry") in the 1790s, contrasting it with "classic" but in terms of spirit rather than merely dating. Friedrich Schlegel wrote in his Dialogue on Poetry (1800), "I seek and find the romantic among the older moderns, in Shakespeare, in Cervantes, in Italian poetry, in that age of chivalry, love and fable, from which the phenomenon and the word itself are derived."[7.137] In both French and German the closeness of the adjective to roman, meaning the fairly new literary form of the novel, had some effect on the sense of the word in those languages. The use of the word did not become general very quickly, and was probably spread more widely in France by its persistent use by Madame de Staël in her De L'Allemagne, recounting her travels in Germany.In England Wordsworth wrote in a preface to his poems of 1815 of the "romantic harp" and "classic lyre",[7.218] but in 1820 Byron could still write, perhaps slightly disingenuously, "I perceive that in Germany, as well as in Italy, there is a great struggle about what they call 'Classical' and 'Romantic', terms which were not subjects of classification in England, at least when I left it four or five years ago".[21.19] It is only from the 1820s that Romanticism certainly knew itself by its name, and in 1824 the Académie française took the wholly ineffective step of issuing a decree condemning it in literature.
        Unsurprisingly, given its rejection on principle of rules, Romanticism is not easily defined, and the period typically called Romantic varies greatly between different countries and different artistic media or areas of thought. Margaret Drabble described it in literature as taking place "roughly between 1770 and 1848",[21.123] and few dates much earlier than 1770 will be found. In English literature, M. H. Abrams placed it between 1789, or 1798, this latter a very typical view, and about 1830, perhaps a little later than some other critics.[22] In other fields and other countries the period denominated as Romantic can be considerably different; musical Romanticism, for example, is generally regarded as only having ceased as a major artistic force as late as 1910, but in an extreme extension the Four Last Songs of Richard Strauss are described stylistically as "Late Romantic" and were composed in 1946–48. However in most fields the Romantic Period is said to be over by about 1850, or earlier.
        The early period of the Romantic Era was a time of war, with the French Revolution  followed by the Napoleonic Wars until 1815. These wars, along with the political and social turmoil that went along with them, served as the background for Romanticism. The key generation of French Romantics born between 1795–1805 had, in the words of one of their number, Alfred de Vigny, been "conceived between battles, attended school to the rolling of drums".[21.325]
       The more precise characterization and specific definition of Romanticism has been the subject of debate in the fields of intellectual history and literary history throughout the 20th century, without any great measure of consensus emerging. That it was part of the Counter-Enlightenment, a reaction against the Age of Enlightenment, is generally accepted. Its relationship to the French Revolution which began in 1789 in the very early stages of the period, is clearly important, but highly variable depending on geography and individual reactions. Most Romantics can be said to be broadly progressive in their views, but a considerable number always had, or developed, a wide range of conservative views, and nationalism was in many countries strongly associated with Romanticism, as discussed in detail below.
        In philosophy and the history of ideas, Romanticism was seen by Isaiah Berlin as disrupting for over a century the classic Western traditions of rationality and the very idea of moral absolutes and agreed values, leading "to something like the melting away of the very notion of objective truth",[21.327] and hence not only to nationalism, but also fascism and totalitarianism, with a gradual recovery coming only after the catharsis of World War II. For the Romantics, Berlin says, in the realm of ethics, politics, aesthetics it was the authenticity and sincerity of the pursuit of inner goals that mattered; this applied equally to individuals and groups — states, nations, movements. This is most evident in the aesthetics of romanticism, where the notion of eternal models, a Platonic vision of ideal beauty, which the artist seeks to convey, however imperfectly, on canvas or in sound, is replaced by a passionate belief in spiritual freedom, individual creativity. The painter, the poet, the composer do not hold up a mirror to nature, however ideal, but invent; they do not imitate (the doctrine of mimesis), but create not merely the means but the goals that they pursue; these goals represent the self-expression of the artist's own unique, inner vision, to set aside which in response to the demands of some "external" voice — church, state, public opinion, family friends, arbiters of taste — is an act of betrayal of what alone justifies their existence for those who are in any sense creative.
       John William Waterhouse, The Lady of Shalott, 1888, after a poem by Tennyson; like many Victorian paintings, romantic but not Romantic.Arthur Lovejoy attempted to demonstrate the difficulty of defining Romanticism in his seminal article "On The Discrimination of Romanticisms" in his Essays in the History of Ideas; some scholars see Romanticism as essentially continuous with the present, some like Robert Hughes see in it the inaugural moment of modernity, and some like Chateaubriand, 'Novalis' and Samuel Taylor Coleridge see it as the beginning of a tradition of resistance to Enlightenment rationalism—a 'Counter-Enlightenment' [13.32] to be associated most closely with German Romanticism. An earlier definition comes from Charles Baudelaire: "Romanticism is precisely situated neither in choice of subject nor exact truth, but in the way of feeling."[13.33]
         The end of the Romantic era is marked in some areas by a new style of Realism, which affected literature, especially the novel and drama, painting, and even music, through Verismo opera. This movement was led by France, with Balzac and Flaubert in literature and Courbet in painting; Stendhal and Goya were important precursors of Realism in their respective media. However, Romantic styles, now often representing the established and safe style against which Realists rebelled, continued to flourish in many fields for the rest of the century and beyond. In music such works from after about 1850 are referred to by some writers as "Late Romantic" and by others as "Neoromantic" or "Postromantic", but other fields do not usually use these terms; in English literature and painting the convenient term "Victorian" avoids having to characterise the period further.
     In northern Europe, the Early Romantic visionary optimism and belief that the world was in the process of great change and improvement had largely vanished, and some art became more conventionally political and polemical as its creators engaged polemically with the world as it was. Elsewhere, including in very different ways the United States and Russia, feelings that great change was underway or just about to come were still possible. Displays of intense emotion in art remained prominent, as did the exotic and historical settings pioneered by the Romantics, but experimentation with form and technique was generally reduced, often replaced with meticulous technique, as in the poems of Tennyson or many paintings. If not realist, late 19th-century art was often extremely detailed, and pride was taken in adding authentic details in a way that earlier Romantics did not trouble with. Many Romantic ideas about the nature and purpose of art, above all the pre-eminent importance of originality, continued to be important for later generations, and often underlie modern views, despite opposition from theorists.
      In literature, Romanticism found recurrent themes in the evocation or criticism of the past, the cult of "sensibility" with its emphasis on women and children, the heroic isolation of the artist or narrator, and respect for a new, wilder, untrammeled and "pure" nature. Furthermore, several romantic authors, such as Edgar Allan Poe and Nathaniel Hawthorne, based their writings on the supernatural/occult and human psychology. Romanticism tended to regard satire as something unworthy of serious attention, a prejudice still influential today.[23.34]
       The precursors of Romanticism in English poetry go back to the middle of the 18th century, including figures such as Joseph Warton (headmaster at Winchester College) and his brother Thomas Warton, professor of Poetry at Oxford University. Joseph maintained that invention and imagination were the chief qualities of a poet. Thomas Chatterton is generally considered to be the first Romantic poet in English.[36] The Scottish poet James Macpherson influenced the early development of Romanticism with the international success of his Ossian cycle of poems published in 1762, inspiring both Goethe and the young Walter Scott. Both Chatterton and Macpherson's work involved elements of fraud, as what they claimed to be earlier literature that they had discovered or compiled was in fact entirely their own work. The Gothic novel, beginning with Horace Walpole's The Castle of Otranto, was an important precursor of one strain of Romanticism, with a delight in horror and threat, and exotic picturesque settings, matched in Walpole's case by his role in the early revival of Gothic architecture. Tristram Shandy, a novel by Laurence Sterne introduced a whimsical version of the anti-rational sentimental novel to the English literary public.
        In English literature, the group of poets now considered the key figures of the Romantic movement includes William Wordsworth, Samuel Taylor Coleridge, John Keats, Mary Wollstonecraft Shelley, Percy Bysshe Shelley, and the much older William Blake, followed later by the isolated figure of John Clare. The publication in 1798 of Lyrical Ballads, with many of the finest poems by Wordsworth and Coleridge, is often held to mark the start of the movement. The majority of the poems were by Wordsworth, and many dealt with the lives of the poor in his native Lake District, or the poet's feelings about nature, which were to be more fully developed in his long poem The Prelude, never published in his lifetime. The longest poem in the volume was Coleridge's The Rime of the Ancient Mariner which showed the Gothic side of English Romanticism, and the exotic settings that many works featured. In the period when they were writing the Lake Poets were widely regarded as a marginal group of radicals, though they were supported by the critic and writer William Hazlitt and others.
        In contrast Lord Byron and Walter Scott achieved enormous fame and influence throughout Europe with works exploiting the violence and drama of their exotic and historical settings; Goethe called Byron "undoubtedly the greatest genius of our century".[23.39] Scott achieved immediate success with his long narrative poem The Lay of the Last Minstrel in 1805, followed by the full epic poem Marmion in 1808. Both were set in the distant Scottish past, already evoked in Ossian; Romanticism and Scotland were to have a long and fruitfiul partnership. Byron had equal success with the first part of Childe Harold's Pilgrimage in 1812, followed by four "Turkish tales", all in the form of long poems, starting with The Giaour in 1813, drawing from his Grand Tour which had reached Ottoman Europe, and orientalizing the themes of the Gothic novel in verse. These featured different variations of the "Byronic hero", and his own life contributed a further version. Scott meanwhile was effectively inventing the historical novel, beginning in 1814 with Waverley, set in the 1745 Jacobite Rising, which was an enormous and highly profitable success, followed by over 20 further Waverley Novels over the next 17 years, with settings going back to the Crusades that he had researched to a degree that was new in literature.
        In contrast to Germany, Romanticism in English literature had little connection with nationalism, and the Romantics were often regarded with suspicion for the sympathy many felt for the ideals of the French Revolution, whose collapse and replacement with the dictatorship of Napoleon was, as elsewhere in Europe, a shock to the movement. Though his novels celebrated Scottish identity and history, Scott was politically a firm Unionist. Several spent much time abroad, and a famous stay on Lake Geneva with Byron and Shelley in 1816 produced the hugely influential novel Frankenstein by Shelley's wife-to-be Mary Shelley and the novella The Vampire by Byron's doctor John William Polidori. The lyrics of Robert Burns in Scotland and Thomas Moore, from Ireland but based in London or elsewhere reflected in different ways their countries and the Romantic interest in folk literature, but neither had a fully Romantic approach to life or their work.
        Though they have modern critical champions such as Georg Lukács, Scott's novels are today more likely to be experienced in the form of the many operas that continued to be based on them over the following decades, such as Donizetti's Lucia di Lammermoor and Vincenzo Bellini's I puritani. Byron is now most highly regarded for his short lyrics and his generally unromantic prose writings, especially his letters, and his unfinished satire Don Juan. Unlike many Romantics, Byron's widely-publicised personal life appeared to match his work, and his death at 36 in 1824 from disease when helping the Greek War of Independence appeared from a distance to be a suitably Romantic end, entrenching his legend. Keats in 1821 and Shelley in 1822 both died in Italy, Blake at almost 70 in 1827, and Coleridge largely ceased to write in the 1820s. Wordsworth was by 1820 respectable and highly regarded, holding a government sinecure, but wrote relatively little. In the discussion of English literature, the Romantic period is often regarded as finishing around the 1820s, or sometimes even earlier, although many authors of the succeeding decades were no less committed to Romantic values.
       The most significant novelist in English during the peak Romantic period, other than Walter Scott, was Jane Austen, whose essentially conservative world-view had little in common with her Romantic contemporaries, retaining a strong belief in decorum and social rules, though critics have detected tremors under the surface of some works, especially Mansfield Park and Persuasion in 1817. But around the mid-century the undoubtedly Romantic novels of the Yorkshire-based Brontë family appeared, in particular Charlotte's Jane Eyre and Emily's Wuthering Heights, which were both published in 1847.
      Byron, Keats and Shelley all wrote for the stage, but with little success in England, with Shelley's The Cenci perhaps the best work produced, though that was not played in a public theatre in England until a century after his death. Byron's plays, along with dramatisations of his poems and Scott's novels, were much more popular on the Continent, and especially in France, and through these versions several were turned into operas, many still performed today. If contemporary poets had little success on the stage, the period was a legendary one for performances of Shakespeare, and went some way to restoring his original texts and removing the Augustan "improvements" to them. The greatest actor of the period, Edmund Kean, restored the tragic ending to King Lear; Coleridge said that, “Seeing him act was like reading Shakespeare by flashes of lightning.”[23.45]
          Byron’s pseudo-adoption of foreign nationalities was constant throughout his life and poetry. Stephen Cheeke observes that Byron’s ‘fake’ translated poems, such as ‘Napoleon’s Farewell’ and ‘Ode: From the French’, were a means of ‘indulging the fantasy of having swapped his native language for an apparently freer means of expression’.[17.260] Again, when he writes in his Journal about Greece, ‘I did not come here to join a faction but a nation’, we can see his attempts to exchange his nationality. As I have presented, Byron was not restricted by national limitations in his poetry; he sought Romantic sensibility in the landscapes of a range of many different countries; via Byronic personas he adopted many different nationalities, acting as metonyms of himself belonging to all parts of the world. As a poet and person, Byron adeptly conforms to the definition of cosmopolitanism.Unlike other romantic poets of the time, Byron freely expressed all of his emotions, dark and otherwise, and focused more on man and the nature of life rather than nature itself. Byron' style of poetry gained him a life in literature by his use of   shocking frankness in expressing his emotions, enduring themes, and style of writing. More importantly, in making his name immortal, he made his ideas immortal. Written in ink, and translated into the mind of the reader, he preserved ideas and philosophies that are written with enough style and emotion, and possessed of enough merit and allure of their own to become foundation stones of humanity's psyche.
          Byron used a rather odd sort of writing in order to express his emotions. T.S. Eliot labeled some of his work antiquated -- Byron no doubt influenced by his indulgence in Shakespeare -- but all the same, some of his work possessed a unique style. For instance, there lie within his texts numerous examples of exclamatory remarks, shouting expressions of grief and fury. In one poem, "Remember thee!", there were six sentences, fully five of which ended in an exclamation points.
 Remember thee! remember thee!
 Till Lethe quench life's burning stream
 Remorse and shame shall cling to thee,
 And haunt thee like a feverish dream!
 Remember thee! Aye, doubt it not.
 Thy husband too shall think of thee:
 By neither shalt thou be forgot,
 Thou false to him, thou fiend to me!
          However, not only do individual poems have a high percentage of exclamatory punctuation, but nearly every single poem written by Byron possesses at least one, and often several exclamations. Besides his ubiquitous use of exclamation points, he always couched his poems in some sort of rhyme or verse. Such a practice was not all that extraordinary, but out of that rhyme he was able to create a subtext that added further meaning to his words. Byron's use of poetic devices gave his poems life. Byron has an evident fondness for the human condition he so castigates and deplores. If he doubts the ultimate meaningfulness of man in the universe, he at the same time believes in man's capacity to improve his lot here. The very tone in which he writes in his attack on war and the cant of society indicates that he finds life sufficiently worth while to expose the fundamental evils that stand in the way of realizing human potentialities. 

                  I.2.   Lord Byron life and literary carrier

         George Gordon Byron, who is usually referred to as Lord Byron, was a prominent British writer, most famous for the influence of his poetry on the romantic movement that originated in the eighteenth century. Byron was also the 6th Baron of the Byron family, hence his being known as Lord Byron. The title of Lord is typically given formally to a baron in England. He was born on January 22nd 1788 in London. Byron was to be one of the most illustrious poets of British literary history. Even though his writing style was quite classical, he would become one of the great figures of British Romanticism together with William Wordsworth, Samuel Taylor Coleridge, Shelley and Keats. Lord Byron’s best known works are not only the short poems She walks in beauty ; When We Two Parted ; and, So, we’ll go no more a roving, but also his two narrative poems Childe Harold’s Pilgrimage, and, of course the more than famous Don Juan.
        Byron descends from a branch of an old Norman family situated in France, the “de Buron". Counting amongst his ancestors are both violent and eccentric characters. His own mother, Catherine Gordon of Gicht was a passionate and extravagant woman. George Gordon Byron’s childhood would be spent in Scotland in the seaport city of Aberdeen. His father was Captain John Byron, nicknamed the “Mad Jack" because of his dissolute life, the fact that he abandoned George and his mother, leaving them in dire financial straits. If we can trust the British aristocrat and novelist Lady Caroline Lamb, who would have an affair with Byron, he had inherited from his father at least some of his so-called madness. Indeed she described Lord Byron as being “mad, bad, and dangerous to know."
       It is up for debate the extent to which this description is true but it is clear that as a writer Lord Byron would have an adventurous life, where the the constant search for freedom would often put him in tension with the lyrical norms of his time, which in turn would arguably make him an unparalleled romantic poet. Thankfully, at the age of ten he would inherit the title of Lord from his great uncle, Lord William, together with his estate of Newstead Abbey in Nottinghamshire, England. Byron would study at Dulwich in south London, and then at Harrow School in northwest London before attending Cambridge University in 1805.
        Byron’s first book, Hours of Idleness, would be published before the end of his studies, after which he would travel throughout Europe, including Greece. In 1811 he would return to England and would soon after successfully publish the first two Childe Harold’s Pilgrimage cantos in 1812. The same year he made his first noticed speech in the House of Lords. Naturally sincere, Byron would not care that he could offend and would thus, for many, be refreshingly satirical. As a liberal, he would hate equally hypocrisy and tyranny. Overall his life would be filled with writing, travels and women.
       Byron would indeed become one of the greatest British poets and that in spite of the rather high level of competition at the time. For example, he is today considered the equal of Keats   and Shelley. However Byron would at one time overshadow them all by the extent of the glory he experienced during his lifetime. Because of that many argue that his fame went beyond that of even Scott  , Wordsworth, Southey, Moore and Campbell. 
        Byron has sometimes been compared to the Scottish poet Robert Burns. This is mostly because both would write from their personal impressions and feelings, showing themselves almost completely in their work. The flip side of that, however, is that in this way both would also be slaves to their pressing passions. Additionally, perhaps also because of that they would both tend to sometimes doubt themselves and suffer from melancholy. Finally, both would die prematurely after leading a life of extraordinary physical and mental activity. 
      Byron was indeed involved in his work in such a way that it is often said that there was no difference between the man and his writing. Fairly early in his career he would often show how much he despised British society, which he considered hypocritical, as well as the English climate, which he found too rainy. But his relationship to his home country is more subtle than it first may appear. Indeed, he would include the following telling epigraph in French in Childe Harold’s Pilgrimage. It does not seem to have been formally translated into English and could be translated in English as follows:
       “The universe is a kind of book that the one who only has seen his own country has only read the first page of. I have flicked through a rather large number of them, all of which I have found to be equally bad. Doing such a review, however, did not end up being for nothing. I used to hate my country. All of the impertinence of the various peoples amongst whom I experienced have reconciled me with her. Even if that had been the only benefit I would have gotten from my travels, I would not regret either their cost or physical weariness."[24.312] 
       From Childe Harold’s Pilgrimage on Byron would write several works strongly influenced by orientalism. This included the following successful short stories in verse: The Giaour, The Bride of Abydos, The Corsair which was partly autobiographical, and Lara, A Tale. There as well as in other pieces, the dark aspects of his characters would start to be confused in the mind of many his readers for that of the poet himself. Through such an amalgam would thus be born a kind of Byron myth around his persona, which, would in the long run cause him as much harm as benefit. 
       Amongst his most personal pieces we find Beppo, written in Venice, and which would serve as the antecedent to his satiric masterpiece: Don Juan. This one, however, would never be completed but we nonetheless have sixteen cantos, the seventeenth being unfinished. It is noteworthy that even though the poem is based on the legend of Don Juan, Byron purposefully reverses the plot in a most interesting way. Indeed, he would choose to portray Juan not as the famous seducer but on the contrary as a man who easily succumbs under women’s charm and seduction. Byron himself would call the piece an “Epic Satire". This is only a brief example, however, of Byron’s unique talent. Byron indeed had a wild and bold imagination. His style is energetic and filled with shiny imageries. He was a virtuoso of verse and rhyme, often audacious and very expressive.
        The reputation of Byron’s oeuvre, however, was to be discredited some by his most conservative readers who have a hard time forgiving his adventurous life and his passionate stance in favor of the disadvantage, which he forcefully did when he served in the House of Lords. In fact, England would even go as far as getting some sort of revenge by denying him a tomb in Westminster Abbey, which is typically the burial place of not only many British monarchs but leading English figures as well. 
        In 1823 Byron would be elected to the Greek committee of liberation against the Turks. He would become enthusiastically committed to the cause but would unfortunately see his health deteriorate at the same time. Lord Byron died from a bad fever in Greece on April 19th 1824 at Messolonghi, a town in the west part of the country, which was then occupied by the Ottoman Empire. 
        Byron had gone there in order to fight along the people for the independence of Greece. The cause of Greek independence from the Ottoman Empire would certainly end up being a high point for the romantic movement at an international level. Victor Hugo, for instance, would write Les Orientales, which is a poetry collection written on the events of the Greek War of Independence. While Eugène Delacroix, for example, painted the famous Scènes des Massacres de Scio (The Massacre at Chios), a painting which would end up becoming the second major oil painting for him. Indeed, no artist at the time seemed to have remained unaffected by such wind of freedom but Byron was the only one who paid with his life for it. Today still the Greeks revere the memory of the eminent English poet.
       Alone among the great Romantics, Byron chose to devote himself to the cause of national independence – of Greece in its war against Turkey, and as a martyr to this cause transformed the meaning and role of the modern poet in the age of nationalism. A major underlying influence on the Romantic image of the poet as social reformer and revolutionary was the biblical prophet-poet. Byron was also inspired by the Greek nationalist poet Rigas Velestinlis or Feraios, , who called for a revival of Greek and revolt against the Turks. Byron admired his Thourios (War Song), with the famous lines:  ‘Better one hour of free life/ Than forty years of slavery and prison.’ Velestinlis’ murder by the Turks in 1798 ensured that he would be remembered as the first modern Greek prophet of armed revolt and martyr of independence. By going to Greece to lead the fight for Greek independence, Byron emulated the example of Velestinlis. However, as Byron was perhaps the most famous European after Napoleon, his self-sacrifice had enormous influence on poetry after his death in 1824. It effectively defined the poet as political activist ready to fight and die for the nation – to defend international ideals: above all, liberty. This talk will consider other fighter-poets and poet-martyrs for the Nation in the century after Byron’s death, including:  Petofi in Hungary, Mickiewicz in Poland), Botev in Bulgaria, Marti inCuba, and Pearse (Ireland).    Other poets, such as John Cornford, followed Byron’s internationalist idealism by fighting for causes further than at home. Though national militantcy was questioned in poetry even prior to World War I e.g. in Whitman and Tennyson and among World War I poets such as Owen and Sassoon, the Byronesque tradition of fighting poets continued:  for example, D’Annunzio in Italy, Greenberg pre-State Israel, and Rebelo in Martinique.
         Scholarly commentary on Byron’s socio-cultural popularity is frequently accompanied by an acknowledgement of the difficulties that he presents for literary criticism. Despite his position as one of the six “major” male Romantic poets, much of current writing discusses the problems faced when attempting to fit Byron into a canonical or traditional understanding of the Romantic period. Moreover, these problems faced by Byron criticism are related to a perceived lack of his presence in contemporary scholarship: even the call for papers for this conference references Byron’s “relative absence from critical culture.” This absence is particularly surprising given not only Byron’s present popularity, but also his infamy in the Romantic period. As William St. Clair has recently shown in The Reading Nation in the Romantic Period, the omnipresence of prints of Don Juan make Byron the one of most frequently read authors in the Romantic period itself, second only to Sir Walter Scott. In comparison to the other major Romantic figures, Byron’s publication-runs were orders of magnitude larger. But a closer examination of critical interest in Byron reveals that this “difficulty” or “paucity” is, in fact, a conceit of Byron scholarship itself. Even a brief search of the “MLA Bibliography” for works with Byron as the “subject” reveals that there are more articles and books published on Byron than either Shelley or Keats. How can we then explain this widely held belief in Byron’s critical absence and what does this phenomenon say about the scholarly, as well as the popular, “cult of Byron”?
        Some investigates this critical mythologizing of Byron as he has been received and repositioned by the scholarly community. This belief that Byron is a particularly problematic and under-appreciated poet, We can say, lies in not only the cultural illegitimacy that surrounded his original reception, but also in the illegal methods by which his works were distributed. The popularity of his poetry, identified by St. Clair, resulted from the wide availability of inexpensive pirated printings of Don Juan in London. Because Don Juan was legally declared obscene, it was exempt from copyright law and freely pirated. We can therefore declare the work illicit in both its subject as well as in its method of distribution. As a virtue of this illegitimacy. We argue, Byron becomes an underground figure to the generations of critics that follow him, sustaining his critical popularity through the myth of his “difficulty.” Unlike Scott who acquired his popularity through his economic legitimacy and lack of controversy and which has been translated into an actual contemporary lack of interest in his work, Byron has become a cult-figure.  Scholarly work on Byron operates within the supposition that he is critically under-appreciated.  It also simultaneously harbors the suspicion that his wider cultural popularity undermines the seriousness of his work. This paper traces the evolution of this critical myth, as conceived and perceived through the successive generations of literary critics, and explores the ways in which this academically validated belief has become central to our understanding of Byron
         During his life, Lord Byron became a celebrity figure, surrounded by scandal and intrigue and this reputation has lasted beyond the grave.  During the last two centuries, Byron has lost his mortality, becoming an immortal legend.  His image has metamorphosed into something much darker than that of a Romantic Period poet; he has taken on the role of a mysterious gothic character.  This image of Byron finds its origins in his own life, as well as his works and the works of his contemporaries.  Byron is the apotheosis of the modern day celebrity.  People considered Byron “mad, bad, and dangerous to know” during his lifetime, and he was only too ready to please his ever growing group of disciples and enemies.  This paper will chart the development of Byron’s Gothic persona and his celebrity status during his lifetime through an analysis of Byron’s effort to perfect his public image in his works and his appearance as a character in the works of his contemporaries.  Byron’s Gothic persona and celebrity image continue to develop in contemporary popular culture, including his appearance in Tom Holland’s Lord of the Dead, The Highlander television series, and the film Gothic.    
             Byron’s poetry, in particular the invention of the Byronic hero, adds to the “Byron myth” because many people have read his works as though they were autobiographical.  In his works, Byron casts himself as powerful, but mentally tortured, gothic characters, such as Manfred.  He continually allies himself with Napoleon and the Satan of Milton’s Paradise Lost.      
             During Byron’s lifetime, he appeared as a character in several novels, including Lady Caroline Lamb’s Glenervon, Thomas Love Peacock’s Nightmare Abbey, and John Polidori’s The Vampyre.  In Polidori’s story, Byron becomes the first ‘romantic’ vampire.  Polidori transforms the monster of Eastern European folklore, a hideously evil character, into a seductive, ‘human’ character, whose evil nature is a source of fascination.  
             The Gothic image of Byron remains intact to this day.  Tom Holland, a Byron scholar, continues the Polidori transformation by morphing the real Byron into a vampire in his novel Lord of the Dead.  In the story, a descendent of Byron is in search of the original manuscript of Byron’s memoirs, supposedly burnt, when she finds that her ancestor is still alive, masquerading as Lord Ruthvan, the part he played in Polidori’s story.  Byron’s gothic persona is further developed in an episode of the The Highlander television series, in which Byron is an immortal, who has regained his former fame in the present day as a Gothic rock star.  On the big screen, Byron solidifies his dark celebrity status in Gothic.  The film tends to take the ‘Byron Legend’ literally, with Byron living up to his reputation as a libertine.  
       Byron’s so-called “eastern tales” such as The Giaour written in 1813 are no longer read as mere exotic tales of adventure that serve as colorful, narcissistic locales for the Byronic hero to brood over. Jerome McGann, among others, has pointed out that Byron taught his public to read his eastern poetry as “much more than textually autonomous poetic fragments.” According to McGann, these poems demanded that the reader make “elaborate referential connections: political, biographical, and historical” [16.616].
       Following McGann’s lead, Joseph Lew has made a useful connection between the fragment as a verse form in The Giaour and the historical disintegration of the Ottoman Empire on whose soil the action of the verse narrative takes place. Drawing upon Lord Eversley, an influential historian of the Ottoman Empire during Byron’s actual forays into the beleaguered eastern polity, Lew writes, “Thus, by 1813, there was ample ground for Byron and his readers to make political and historical ‘referential connections’ between a disintegrating empire and the fragment as a verse form" [17.178]. 
        In the eastern tales in general and in The Giaour in particular Byron anticipates the problematic and often disjunctive transition from traditional “dynastic realms” to modern nation-states noted by such twentieth-century theorists of nationalism and the nation-state as Benedict Anderson, E. J. Hobsbawm, Anthony Giddens, and Daniel Goffman. Few other shifts in human history so radically mark the break between a traditional world view and modernity as that between the modern nation-state and the older composite empires like the Ottoman Empire. I contend that Byron captures the often ambiguous results of this watershed event in The Giaour and other eastern tales.Keats, Shelley and then Byron: the writers of the second generation of romantic poets died before their time. All of them, each in his own way, came to embody the idea of the genius destined to die young. But why is the process of dying and death such an allusive discourse in the afterlife of these poets? And why is there such a marked tendency 
to represent this particular group of romantic poets as dead men?
        When Byron died, according to Tennyson, the news of the poet’s death shook the British public like an “earthquake” and “the whole world seemed to be in darkness” (one may assume that the biblical allusions are not coincidental). Byron had dreamt to be buried in “a marble tomb in Westminster Abbey”. Like Keats and Shelley he had fantasised about his own death and afterlife. But even for a man as famous or notorious as Byron the dream came to nothing because until 1969 the successive Deans of Westminster Abbey refused to have him commemorated on their premises. When finally a memorial stone was placed in the church the public gesture indicated not only a change of attitude towards the poet but also that his commemorative image had been transformed over the years.
        The reincarnations of Byron in modern culture have been manifold and varied. It is the aim of this paper to shed light on the representational traditions in which his image is revived. In the case of Lord Byron the question arises: how does death as a romantic trope translate into modern celebrity culture?
      Looking at death and in particular at the imagined death of a writer in the context of British Romanticism, the paper will attempt to trace the roots of the problem, look at the darker side of romantic imagination and search for the points of contact between the literary trope of death in romantic poetry and its reflection in the images of the poet in commemorative culture. Byron’s case as no other reveals the violent side of the imagery of death and dying which erupts at the intersection between poetic discourse and biographical myth. And yet, there seems a remarkable gulf between the images of the scandalous poet in fiction and his tamed effigies in the realm of material culture. The question has to be asked whether his ascent not only into the canon of English Literature but also and especially into that of British memorial culture served to domesticate the poet’s image. What is left of the scandalous, brave and untamed poet in his sculptural representation in Hyde park? Who is the Byron remembered in Rome or Athens?
         Broadening the perspective on the cult and culture of biographical representations in the twentieth century, the topic is traced back to its initial point of impact on the literary imagination. Tom Holland’s bio-fictional gothic tale The Vampire: The Secret History of Lord Byron  lends a postmodern twist to the idea of the dead or rather undead poet. Looking at Holland’s gruesome reincarnation of Lord Byron as a vampire, the paper will conclude with a glance at the potential which lies in this fictional opening of the biographical frameworks of memory and place it in the contexts of the epistemological concerns of the postmodern genre of the bio-fictional novel.
       When Lady Caroline Lamb called Byron “Mad, bad, and dangerous to know,” she anticipated a cultural diagnosis that would plague Byron throughout the nineteenth century and much of the twentieth.  While previous critics have considered what this pathologization of Byron means for Romantic and Victorian poetry, a more interesting story remains to be told:  how the figure of Byron as melancholic poet enables the formation of the very genre to which this figure seems most inimical—the nineteenth-century realist novel. So successful was the nineteenth century’s sensationalizing dismissal of Byron that the only novels one might imagine him inspiring would be pornographic and, indeed, there were many of those.  But, as it was shown in some current manuscripts, Byron and the Constitution of the British Novel, “serious” novels took Byron, if not seriously, then at least anxiously, dealing with his figure over and over again.  This need to repeat, seen in novels from across the nineteenth century, is symptomatic of more than just a sick fascination with Byronic romanticism; it is. An indication of the deep generic threat that Byron’s opus poses to smooth functioning of the novel and the ideological threat that his corpus poses to the routines of “respectable” nineteenth-century life. For novels of the nineteenth century, however, Byron is more than a mere negative example around which they might constitute their own generic boundaries. His is also the model of romantic sensibility and political engagement that Victorian novelists needed to adapt—indeed, to reform—in order to produce their own version of the bourgeois subject, a subject marked by both its supposed “interiority” and its commitment to social reform. More than just an easy dismissal of Byron, then, nineteenth-century novels perform a complex negotiation 
with his figure and ideas.
         According to Bertrand Russell, “Byron gripped the soul of Western society as no other literary man, stamping the entire 19th century with his own image as the idol and embodiment of Romanticism”. George Gordon’s unrestrained individualism, and the opposites that made him so puzzling and disturbing as a man and so contradictory as an author, probably sprang from an internal conflict: cruelty and benevolence, sincerity and posturing, seriousness and flippancy, conformity and revolt, courage and self-pity, faith and cynicism. His rich personality has suggested many different responses. Byron’s influence in Victorian writers went from fashion and posture to literary moods  Disraeli, Carlyle, Tennyson and Wilde  and, as Elfenbein argues, “defining oneself against Byron, through fictions of personal development, became a ritual of the Victorian authorial career.”[22.312]
       While not at school or college, Byron lived with his mother in Southwell, Nottinghamshire, in some antagonism.[clarification needed][2] While there, he cultivated friendships with Elizabeth Pigot and her brother, John, with whom he staged two plays for the entertainment of the community. During this time, with the help of Elizabeth Pigot, who copied many of his rough drafts, he was encouraged to write his first volumes of poetry. Fugitive Pieces was printed by Ridge of Newark, which contained poems written when Byron was only 14. However, it was promptly recalled and burned on the advice of his friend, the Reverend Thomas Beecher, on account of its more amorous verses, particularly the poem To Mary.[21]
       Hours of Idleness, which collected many of the previous poems, along with more recent compositions, was the culminating book. The savage, anonymous criticism this received (now known to be the work of Henry Peter Brougham) in the Edinburgh Review prompted his first major satire, English Bards and Scotch Reviewers. It was put into the hands of his relation, R. C. Dallas, requesting him to "...get it published without his name".[23.403] Alexander Dallas gives a large series of changes and alterations, as well as the reasoning for some of them. He also states that Byron had originally intended to prefix an argument to this poem, and Dallas quotes it. Although the work was published anonymously, by April, Dallas is writing that "you are already pretty generally known to be the author."[23.425] The work so upset some of his critics they challenged Byron to a duel; over time, in subsequent editions, it became a mark of prestige to be the target of Byron's pen.After his return from his travels, he again entrusted Dallas as his literary agent to publish his poem Childe Harold's Pilgrimage, which Byron thought of little account. The first two cantos of Childe Harold's Pilgrimage were published in 1812, and were received with acclaim. In his own words, "I awoke one morning and found myself famous".[23.498] He followed up his success with the poem's last two cantos, as well as four equally celebrated "Oriental Tales": The Giaour, The Bride of Abydos, The Corsair and Lara. About the same time, he began his intimacy with his future biographer, Thomas Moore.When Byron died at the age of thirty-six in 1824, Charlotte was but eight years old and Emily six. Their youthful age, however, did not preclude Byron and his works from having a profound effect on them and their writing; indeed, the cult of Lord Byron flourished shortly after his death “dominating [the Brontës’] girlhood and their young womanhood”[22.376]    
But let it go:—it will one day be found
With other relics of “a former world,”
When this world shall be former, underground,
Thrown topsy-turvy, twisted, crisped, and curled,
Baked, fried, or burnt, turned inside-out, or drowned,
Like all the worlds before, which have been hurled
First out of and then back again to Chaos,
The Superstratum which will overlay us.
So Cuvier says.
                                                                            [23..289-97
            In defending his comic vision of the end of the world, the narrator of Byron’s Don Juan appeals, perhaps surprisingly, not to the Book of Revelation but rather to the findings of French geologist Georges Cuvier.  That science in the early nineteenth century was supplanting revealed religion as the locus of authority in matters of earth history is evidenced by a similar reference to Cuvier made in the preface to Byron’s ostensibly theological drama Cain, where Byron explains that “the notion . . . that the world had been destroyed several times before the creation of man” has been “partly adopted” from Cuvier.  Byron’s citation of Cuvier situates his drama within the early-nineteenth-century controversy surrounding the theological implications of the emergent geological sciences, and, more particularly, the catastrophism of which Cuvier was possibly the most prominent figure (that is, the theory that geologic time is punctuated by sudden and cataclysmic upheavals, or “revolutions,” potentially leading to mass extinctions).
        Such an allusion to what may be called “apocalyptic geology” is particularly appropriate to Cain, set as it is in a distinctly post-apocalyptic world—the world beyond the borders of Eden following the biblical fall of humanity.  Heaven and Earth, the unfinished companion piece to Cain, is likewise situated on the edge of apocalypse, in this case preceding the imminent Deluge of Genesis. 
        In this part of our paper we suggest that Byron’s apocalypticism—as represented in Cain, Heaven and Earth, and the end-of the-world poem “Darkness”—is uncannily postmodern, both because it emerges in response to upheavals in the contemporary sciences and because apocalypse, for Byron, is always post-apocalypse.  Byron anticipates theorists of postmodernity such as Baudrillard and Jameson who characterise the postmodern world as one in which the end is something that has always already happened, where an apocalyptic unveiling reveals not the plenitude of the Logos but rather the “desert of the real,” the catastrophe that has already taken place.  Just as, for Jameson, the postmodern world means the end of narrative forms of representing history, the Byronic world resists narrative progression.  Rather, it is a palimpsest, constantly being written over by apocalypse after apocalypse, “Like all the worlds before, which have been hurled / First out of and then back again to Chaos.”  Thus, Byron’s rewriting of biblical (linear) history through the discourse of the earth sciences in his mystery plays produces not a Hegelian synthesis between the sacred and the scientific but rather an apocalyptic and traumatic break with “a former world” that resists recuperation.  That Cain’s journey through space and time effects this unsettling rupture with the past, resulting in both his murder of Abel and the drama’s lack of resolution, suggests that Byron could not successfully incorporate scientific theories of non-teleological apocalypse into the text of sacred history.  In Heaven and Earth, Byron would return to the subject of earth’s revolutions, but again fail to narrativise them in any fruitful way, leaving the drama in fragmentary form and thus enacting himself the returns and repetitions found in Cain.
       It is taken for granted that Byron is an autobiographical poet—indeed, the autobiographical poet par excellence.  There are many problems with this assumption, but it has been standard since Byron was a young man.  A curious result is that much of what is written about him is actually moral judgments on him as a person.  Thus when Phyllis Grosskurth in her biography of Byron remarks casually that Byron was inveterately lazy, she is only a latecomer in a long line of commentators who feel free to moralize on the poet’s shortcomings.  A need to sneer at Byron has always been a factor in dealing with Byron.  The history of personal attack begins in his lifetime, with books like Glenarvon—a hostile satire on Byron—and The Vampyre, also a hostile satire on Byron (and not the last treatment of Byron as vampire, by the way).   Hate books about Byron continue with Trelawny, Leigh Hunt, and Harriet Beecher Stowe.  And since Byron was famous, good-looking, sexually magnetic, rich at times, and widely read, therefore he can not also be a significant writer or thinker: a view that continues through Matthew Arnold and Carlyle, and continues to the present.  For example, Philip Martin informs us that Cain “is as potent an affirmation of Byron’s bankruptcy as a philosophical poet as we are likely to find” the poem that Percy Shelley declared to be a “revelation not before communicated to man”.  Michael Kelsall announces that Byron had no influence to speak of on politics.   
          Byron's story fragment was published as a postscript to Mazeppa; he also wrote the third canto of Childe Harold. Byron wintered in Venice, pausing his travels when he fell in love with Marianna Segati, in whose Venice house he was lodging, and who was soon replaced by 22-year-old Margarita Cogni; both women were married. Cogni could not read or write, and she left her husband to move into Byron's Venice house. Their fighting often caused Byron to spend the night in his gondola; when he asked her to leave the house, she threw herself into the Venetian canal. From 1821 to 1822, he finished Cantos 6–12 of Don Juan at Pisa, and in the same year he joined with Leigh Hunt and Percy Bysshe Shelley in starting a short-lived newspaper, The Liberal, in the first number of which appeared The Vision of Judgment. For the first time since his arrival in Italy, Byron found himself tempted to give dinner parties; his guests included the Shelleys, Edward Ellerker Williams, Thomas Medwin, John Taaffe and Edward John Trelawney; and "never", as Shelley said, "did he display himself to more advantage than on these occasions; being at once polite and cordial, full of social hilarity and the most perfect good humour; never diverging into ungraceful merriment, and yet keeping up the spirit of liveliness throughout the evening
         Unsurprisingly, Byron’s incarnation of modern heroism is a Mediterranean hero, a Spaniard whose mission is to scandalize and mock nineteenth-century English society. The dichotomy between a liberating south and a morally strict north is introduced in the First Canto as fundamental for the understanding of Byron’s satirical strategy. When it comes to experience in the arts of love, this moral difference becomes striking, and surely a source of uneasiness for English readers. The young Don Juan falls easily in love with Donna Julia, a beautiful woman of Oriental origins – ‘The darkness of her oriental eye/Accorded with her Moorish origin’ – who was given in marriage at an early age to a rich old man (I, 56). According to the customs of the South, this does not prevent her from falling in love with Don Juan, and from having an affair with him. Byron’s satirical approach frames his  perception of Spain and England:
‘Tis a sad thing, I cannot choose but say,
And all the fault of that indecent sun
Who cannot leave alone our helpless clay
But will keep baking, broiling, burning on,
That howsoever people fast and pray
The flesh is frail, and so the soul undone:
What men call gallantry, and gods adultery,
Is much more common where the climate’s sultry. [26.I, 63]
The chivalric and sentimental southern interpretation of love is clearly opposed to the cold and prudish northern attitude, which measures love in economic terms:
Happy the nations of the moral north!
Where all is virtue, and the winter season
Sends sin, without a rag on, shivering forth
(‘Twas snow that brought St. Anthony to reason);
Where juries cast up what a wife is worth
By laying whate’er sum, in mulct, they please on
The lover, who must pay a handsome price
Because it is a marketable vice. [26I, 64]
Later, after the publication of the First Canto, Murray tried to justify the directness of Byron’s satire by saying that his exile prevented him from fully understanding the bourgeois values of the English upper- and middle-classes. As a matter of fact, Byron’ s satire in Don Juan was consciously directed to criticise the increasingly moralistic and domestic values of the emerging Victorian society. His condition as an expatriate put him in a better position to criticise English society freely and straightforwardly.
        Murray agreed to publish the first canto of Don Juan only anonymously, and without the name of the publisher. He also urged Byron to write a moral ending to the story; in particular, he suggested to send Juan to hell, and to exploit the comic potential of the hero’s eternal damnation. Byron, however, showed no intention to end the story. He concluded the first canto expressing the clear intention to carry on the project:
But for the present, gentle reader! And 
 Still gentler purchaser! The bard – that’s I –
 Must, with permission, shake you by the hand,
 […]We meet again, if we should understand 
 Each other [...] [26.I, 221]
       He clearly enjoyed writing Don Juan and adding new cantos paralleling his own personal and political experiences. Only his death, in 1824, would mark the end of the poem, leaving it without a definitive conclusion, let alone a moral ending. 
        Byron’s last works were mostly published in the four issues of The Liberal: Verse and Prose from the South, a periodical he created with Percy Shelley and Leigh Hunt, in 1822. Originally, the periodical was meant to be about Italian literature and to circulate in England. However, after the death of Shelley, the real motivator of the project, in July 1822, The Liberal became an editorial space to publish Byron’s works outside English jurisdiction, and with little or no compromise on economic profits and editorial policy. As Franklin observes, in the original idea, The Liberal represented a cosmopolitan alternative to the nationalistic canon of the Edinburgh and Quarterly Reviews (2000, 164). Like the Della Cruscans’ Florence Miscellany, The Liberal was an Anglo-Italian project which tried to overcome the national barriers traditionally associated with writing and publishing. As the title suggests, the periodical aimed to popularise a southern Mediterranean poetics in Britain. More generally, by including works by English writers (mainly Byron, Shelley and Hunt) and other European writers (mainly Italian) the periodical was meant to bridge the distances between a northern literary tradition and a southern one. Had it survived longer, this multinational project may have served as a foundation for the development of a more cosmopolitan view of literature.


I.3. The Idea of Byron and the Byronic Character in the Poetry

            As part of the Gothic convention of blurring boundaries, the Byronic vampire exists in a state of constant transgression or erasure of binary oppositions, such as life/death, human/animal, or high/low culture. Interestingly, one of the romantic fantasies associated with the aristocrat, as early as fairy tales, is that the he or she is not confined to being an aristocrat, but has the freedom to defy even that category (often wearing common clothes and moving freely among the lower classes). And the reverse is also true—while the folkloric Nosferatu inhabiting a medieval history of superstitions is only capable of being categorized as sub-human and feral, the Byronic vampire straddles the categories of extreme bestiality and refined humanity, a nocturnal beast that can merge effortlessly into the human world. In this way, he challenges the binary categories that seek to contain and confine his free movement between life and death, or between freedom and necessity—the casual freedom of high society and the animal need for blood. 
         This part of our paper will aim to show that the Byronic vampire does not violate any specific norms or laws of society, but rather threatens the notion of norm itself. For instance, in Bram Stoker’s novel, Dracula himself takes care not to break the law, while his human adversaries commit burglary, bribing, falsification of a death certificate, desecration of corpses, and other unlawful acts in an effort to destroy the vampire, in the belief that breaking the law is immeasurably preferable to the greater threat of rendering the law obsolete and meaningless, as human law remains irrelevant and helpless against the supernatural threat of the vampire—and in fact breaking the law becomes for these characters a form of invoking and thus reinforcing the law.
       The seduction of the Byronic vampire, his irresistible attraction, is grounded in this rebellion against binary oppositions, a rebellion which seeks to make the categories of good and evil obsolete, posing an equal threat to both sides of the equation. This state of compromised binaries associated with the aristocratic vampire (or any other form of seductive evil) can be seen as a state similar to Jean Baudrillard’s notion of hyperreality. In “The Precession of Simulacra,” Baudrillard illustrates the lengths to which we would go to defend the reality principle, arguing that, for example, “Disneyland is presented as imaginary in order to make us believe that the rest is real” [21.12], and that nourishing the imaginary in fact serves to support the fiction that reality exists somewhere else. The Byronic vampire can be seen to perform a similar kind of function for the binaries of good and evil. He is never entirely evil, or completely good, but can rather be termed “hyper-evil”—a kind of evil that threatens the very category of evil, so that committing unlawful acts designated as evil known to be the opposite of good becomes a form of fighting the greater evil of the vampire, as it reinforces the moral categories he threatens to destroy. Fighting this kind of evil takes the form of maintaining the binary fiction that good exists somewhere else  while the Byronic vampire embodies a freedom from any binary category including that of evil itself, or aristocracy itself, a freedom which is the source of his seduction and power.             It is now a commonplace that many of the most influential theorists of British romanticism have had trouble finding room in their paradigms for Byron.  While M. H. Abrams’ omission of Byron from his Natural Supernaturalism  is probably the best-known example of such an oversight,  close readings of Byron’s work seeking to integrate it into the larger drama of romantic poetry and poetics are remarkably hard to find. In our own book Romantic Poetry and the Fragmentary Imperative, we have tried to show how Byron might be located closer to the mainstream of romantic tradition by reading his major works from the standpoint of his experimentation with what Mikhail Bakhtin calls “novelistic discourse,” a phrase I take to be a loose translation of Friedrich Schlegel’s influential conception of “romantic poetry.”  Nevertheless, Byron seems to be the poet -- certainly the major British romantic poet -- who, as a poet, inspires in his readers the least amount of confidence. If Wordsworth, P. B. Shelley, and Keats, or Baudelaire, Mallarmé, Hölderlin, and Rilke, or even Stevens, Pound, and Williams call for sustained attention from our best critics, Byron is all too often regarded as a poet of his time, “the ultimate romantic,” as the ad copy on the back cover of the paperback edition of the Oxford Major Works has it, “whose name has entered the language to describe a man of brooding passion.” In spite of his “ultimate” status, Byron’s reputation continues to be plagued by the fact that many readers suspect the “man of brooding passion” to be none other than the dark lord himself. Indeed, the renowned Byron scholar Jerome J. McGann has spent much of his career transforming this vice into an apparent virtue, focusing on the historical and textual contexts that have helped to shape the poet’s work.  But even such an effort, to the extent that it focuses on the power of contexts to give shape to, and confer meaning on, Byron’s poetical works, inadvertently contributes to the view that Byron’s poetry is by itself not quite good enough by throwing light on external factors exerting pressure on the verses, rather than illuminating the internal forces that energize and sustain them. 
        In what follows  we wish to advance two claims in support of the idea that Byron deserves a place at the head table of modern poetical tradition. We will argue, first, that his best poems can be read as romantic period re-inscriptions of the venerable tradition recounted in Ovid, whereby the death of a loved one  or simply the loss of one’s own innocence  inspires poetic composition as a sort of fragmentary compensation. One might call this, with proper qualification, Byron’s Orphic poetics.  Such a reading overlaps with, but is not simply reducible to, readings of Byron such as Harold Bloom’s, which are predicated upon the poet’s use of the myth of Prometheus.10 Nor does such a reading necessarily collapse into McGann’s more recent, but in some ways related, interpretation of Byron as a poet whose center of gravity lies in his Satanism.  Rather, Byron’s deep psychic attachment to what I am calling an Orphic sensibility can be traced in his nearly obsessive fascination with the moment of saying good-bye or taking leave --  his well-known compulsion for saying “Fare Thee Well!” Byron’s poetical works have inspired and sustained some of the greatest writers and works of literary modernism, including, but not limited to, the early poems by Pound collected in Personae, Joyce’s short stories found in Dubliners  and his coming-of-age novel A Portrait of the Artist as a Young Man , Eliot’s Prufrock and Other Observations  and The Waste Land, and the quasi-mystical poetics of Yeats’ A Vision. Indeed, Hazard Adams has shown how Byron’s influence is so central as to be almost unavoidable in an informed reading of the works of modernist giants like Yeats and Joyce. But one can also see Byron’s significance for late Victorians like Shaw and Wilde, as well as on avant-garde modernists like Pound and the young Eliot himself. Byron’s influence is recognizable at three critical junctures within the discourse of literary modernism. It can be observed, first, in modernist acknowledgements of the historical situation as one of widespread decay, destruction, dilapidation, and waste -- a prolonged moment of crisis in the life of the culture; second, it can be seen in the tendency of modernist authors to fashion elaborate alter egos, masks, narrators, personae, and fictions of self in order to distance themselves from some of their more controversial insights; and, third and finally, it is registered in their often radical experiments with literary language itself.
        Byron's character is described as a "mixture of affectionate sweetness and playfulness, by which it was impossible not to be attached", although he also exhibited "silent rages, moody sullenness and revenge" with a precocious bent for attachment and obsession. While he desired to be seen as sophisticated and invincible, he actually cared deeply what people thought of him. He believed his tendency to melancholy and depression was inherited, and he wrote in 1821, "I am not sure that long life is desirable for one of my temper & constitutional depression of Spirits."[23.318] He later earned a reputation as being extravagant, courageous, unconventional, eccentric, flamboyant and controversial. He was independent and given to extremes of temper; on at least one trip his travelling companions were so puzzled by his mood swings they thought he was mentally ill. Byron wrote prolifically. Byron's magnum opus, Don Juan, a poem spanning 17 cantos, ranks as one of the most important long poems published in England since John Milton's Paradise Lost. The masterpiece, often called the epic of its time, has roots deep in literary tradition and, although regarded by early Victorians as somewhat shocking, equally involves itself with its own contemporary world at all levels — social, political, literary and ideological. Byron published the first two cantos anonymously in 1819 after disputes with his regular publisher over the shocking nature of the poetry; by this time, he had been a famous poet for seven years, and when he self-published the beginning cantos, they were well-received in some quarters. It was then released volume by volume through his regular publishing house. By 1822, cautious acceptance by the public had turned to outrage, and Byron's publisher refused to continue to publish the works. In Canto III of Don Juan, Byron expresses his detestation for poets such as William Wordsworth and Samuel Taylor Coleridge. Byron was a bitter opponent of Lord Elgin's removal of the Parthenon marbles from Greece, and "reacted with fury" when Elgin's agent gave him a tour of the Parthenon, during which he saw the missing friezes and metopes. He penned a poem, The Curse of Minerva, to denounce Elgin's actions.
       Byron is considered to be the first modern-style celebrity. His image as the personification of the Byronic hero fascinated the public, and his wife Annabella coined the term "Byromania" to refer to the commotion surrounding him.[26] His self-awareness and personal promotion are seen as a beginning to what would become the modern rock star; he would instruct artists painting portraits of him not to paint him with pen or book in hand, but as a "man of action."[23.326] While Byron first welcomed fame, he later turned from it by going into voluntary exile from Britain.The figure of the Byronic hero pervades much of his work, and Byron himself is considered to epitomise many of the characteristics of this literary figure. The Byronic hero presents an idealised, but flawed character whose attributes include: great talent; great passion; a distaste for society and social institutions; a lack of respect for rank and privilege (although possessing both); being thwarted in love by social constraint or death; rebellion; exile; an unsavory secret past; arrogance; overconfidence or lack of foresight; and, ultimately, a self-destructive manner. These types of characters have since become ubiquitous in literature and politics.
         In spite of these difficulties and eccentricities, Byron was noted for the extreme loyalty he inspired among his friends.


Chapter II
Love motives in J.G.Byron’s poetry
        The second chapter presents analysis of love motive in J.G.Byron’s literary works on the basis of “Don Juan”, 
        In Byron's time the natural was ousting the supernatural, the strictures of Heaven were less featured than the strictures of society, and Juan transformed is now seen taunting other powers. Or, rather, it is Byron who taunts, for his Juan is an inarticulate hero—a sealed bottle, helpless flotsam, bobbed from shore to shore by tides he cannot control—and we follow him, now a speck far out at sea, now in daring close-up, by a kind of television commentary in the cleverest poetic journalism, some of the wittiest writing and most tender description in English poetry. But we see him only from without—the bottle is opaque—for Byron's imagination, in spite of his deep romantic cowl, was outward turned.
        Byron's Don Juan poem is not designed for detailed inspection ; it is deliberately rambling and inconsequent. Each stanza slides about like the mouth of a giant vacuum cleaner into which anything may fly ; each canto is a big, soft bag of the combings of man, brute and beautiful maid, straws of philosophy and snaps of cynical comment. A jeer at Berkeley's theory of matter, a sultan welcomed by a " milky way " of women, a doctor's prescription, a footpad, a dissertation on literary technique—there's no knowing what will come next. And when Juan puts his hand out in the dark, we cannot be sure whether he will touch the wall, a ghost or the breast of a duchess. And when the verse fumbles it is, as often as not, merely a prelude to acceleration, the sprinter's tumbling start on a clear track. At times, like the sprinter, the poem makes a magnificent transition from one movement to another ; at others, though rarely, poem, poet and reader are collapsed in a heap. But, up or down, this poem, in its virtuosity and casual brilliance, is without rival.
         The prevailing mood of "Don Juan" is cynical. Everyone has his price, and virtue is either lack of opportunity or inexperience ; purity is an adolescent illusion that dies with the rose ; living rusts the heart ; sentiment and sincerity are not an equation ; " —the sad truth which hovers o'er my desk Turns what was once romantic to burlesque "- and on, and on. Byron will gently and with loving concern build up a situation or an image ; and then, suddenly, a lever is pressed, the trap-door falls, and what only a moment before was fresh, young and breathing, is hanging by the neck until it is dead.
         Byron foreshadows Shaw in his concept of the " biological " woman. Poor Juan is at the mercy of them all • he has no real say in the matter. His women, except for that cuckoo in the poem, the Empress Catherine, bring one ruin or another, and Juan suffers new embarrassments and vicissitudes at every turn—and " all because a woman fell in love." But love itself has no innocence ; only guilt, to draw the hounds of destruction- . let none think to fly the danger, For soon or late Love is his own avenger "- and the proof, surely, was Byron's coach, rattling away from Calais. Yet women, in spite of his preoccupation with them, his cunning, provoking generalisations about them, were really little more to Byron than a primitive species, the natives of society. He could describe, brilliantly, the physical attributes of women • he could describe them in the external situations of love, but deeper than that—apart from his insight into the limited love of the adolescent— his understanding did not penetrate. Moreover, his zest for luxuriant description led him to use such romantic backcloths that, for instance, in the beautifully told idyll of Haidee, the blossoming of love is dissipated in the claptrap of an Eastern banquet. And yet we cannot complain of Byron's injustice to beauty, caught up again in Haidee's epitaph- " Thus lived—thus died she ; never more on her Shall sorrow light, or shame. She was not made Through years or moons the inner weight to bear."[24.18]
          What of the frequently challenged sincerity of Byron ? What of the mask and the man behind it ? Harold Nicolson, in his essay, The Poetry of Byron, has suggested that the mask was cut out as much by Byron's legend-hungry contemporaries as by the scissors of the poet himself ; that Byron, though he fell in with all the varying expectations of him, yet remained successively sincere. This interpretation makes an important addition to our understanding of Byron, helping to reclaim for us much of his poetry shot away in the booths of literary criticism. Pose, both to himself and to others, he certainly did ; and yet there was one absolute conviction in all Byron's work, one constant in the shiftings of his personality— his love of human liberty and sympathy for the under-dog, which, in the Great Britain of Castlereagh and the Europe of Metternich and the Sultan, meant, though he did not live long to hear it, the beating of many hearts. And " Don Juan " is as much a document of liberalism as it is an epic of Juan's adventures. Princes, politicians and " turn-coat " poets, nineteenth-century capitalism and religious hypocrisies are all, like errant school-boys, dealt with.I have seen—and shook To see it—the king hiss'd and then carest ; And don't pretend to settle which was best."[24.187]
        Still, Byron could not escape contradictions. "Don Juan," though a radical 
poem, assumes aristocracy, presupposes the leisured, monied background of its readers who, when drunk, are advised to ring for their valets to "quickly bring" hock and soda-water. Yet, had the poem been suppressed, it might well have seeped into circulation through Richard Carlile's shopmen.
      There is no trunk-road through "Don Juan." It would be impossible—even if one wished it—to establish a central, theme. That man, though clay, is not mud, that though marriage is false, it is wicked to break it—it might be either of these or something, almost anything, else. What does it matter ? For our greatest delight is in the asides—the mathematical observation that a kiss's depth is measured by its length, the guttersnipe gibes at Southey and " Wordy," the puns, the epigrams (" Having no heart to show, he shows his teeth."). The canvas is too heterogeneously crowded for generalisation.
         A work of passionate partisanship, " Don Juan " yet remains surprisingly contemporary, as though some absolute quality of contemporaneity adhered to it ; even the 182o slang, mixed in with poetic archaisms, is still racy: ." Don Juan " should be re-read, and in this edition it can be re-read ; the type and lay-out are excellent. A word of consolation to women- " Think not, fair creatures, that I mean to abuse you all— I've always liked you better than I state."[24.181]. Byron started working on Don Juan in the fall of 1818, when he was about 30 and living in Venice. At this point in his life, he'd pretty much lived out the life of the fabled Don Juan. He was living in exile from his native England because of all of his scandalous affairs with married women (and some men too, it's rumored). Part of his problem was that he liked married women and noblewomen, which got him in huge amounts of trouble. He starts writing this poem, and he writes it in sections that he calls cantos. Each canto is kind of like an episode of a TV series. It has a contained story, but it's also part of a greater whole. The first two cantos of Don Juan were published in 1819. The sexual content raised eyebrows, but they were a big hit - maybe they were helped by the sexual content, really; sex sells, even then. He continued working on additional cantos until he died in 1824. When he died, there was a 17th canto that was left unfinished. Some people thought that he had an ending in mind, kind of like J.K. Rowling knew Harry Potter was going to be seven books (or eight movies)… I don't think we really needed that whole last book of wandering around the forest, but anyway, she at least did have it planned out. Don Juan was written in serialized form, so some people think that maybe it was just going to keep going on and on until people stopped reading, which, again, is more like a TV show that's open-ended - kind of like The Simpsons, really; it just keeps going and going. 
        As for structure, Don Juan is written in ottava rima, which refers to the stanzas in each canto. Each has eight lines, hence the 'ottava' (for you music folks, it sounds like 'octave;' 'ottava' means 'eight'). The rhyme (the 'rima') is a fixed pattern: you've got A-B-A-B-A-B-C-C for your eight lines. This rhyming couplet at the end lends itself to humor, and we'll see how Byron uses it. It's almost like a punchline or a rimshot at the end of each stanza, because this is satire, right? It's supposed to be funny. It's very clear throughout the whole thing that Byron is not taking it seriously. He was open about the fact that he didn't really know where the plot was going, unlike the writers of Lost, who claimed they knew where it was going and were clearly liars. That will be more clear as we talk about the plot a bit more, so let's get to that. 
         Lord Byron probably resembled William Shakespeare's King Richard III more than the real King Richard III did. Despite this, Don Juan was the Wolfgang Amadeus Mozart and Elvis Presley of his day. He was a dashing romantic figure who made the bloomers of more women fall to the cold floors of gothic mansions than all the Romantic poets of his day combined. As such, is there any suspicion whatever that Lord Byron would one day come to write a poetic masterpiece about one of history's most infamous lovers, Don Juan. And, yes, just in case did not know, Don Juan is not pronounced Don Wan, but Don Jew-un.
       The heroes of the past had to be looked back to by the Romantic Poets because in contemporary times, the times in which these poets wore their puffy shirts, heroes as they were known had become a sweet dangerous whisper of that which might have been, or perhaps never was. Lord Byron, the clubfooted hunchback who was the dream vision of desperate young love-starved women and spinsters with a penchant for onanistic deliverance looked to the past to create his modern version of a proper hero. That hero would be flawed, of course, because a central component of Romantic poetry, indeed all genres of Romantic literature, was that it was not just that the heroes of the past were dead; heroism itself a concept was the throes of agony.
          Lord Byron's chose as his hero the fantastical lover of all things, but especially women. It was a strange choice on Byron's part because Don Juan certainly does not wear the garb of the hero as he was generally believed to exist. Read a goodly section of Lord Byron's heroic poetry that casts Don Juan at the center and you will discover a beautifully frightening thing. Don Juan's greatest claim to the feat of the hero is his ability to slip into bed with nearly any woman he so desires. One can only guess that Don Juan was perhaps a bit of the doppelganger of his creator in this sense. One of the quintessential figures in heroic literature for all of the Romantics was Prometheus, the man who stole fire from the gods. Surely, indeed, Prometheus is a hero of our time as well as theirs, not to mention his own. Comparing Don Juan to Prometheus leaves a parenthetical opening in the conception of Lord Byron that cannot be adequately closed. Shelley, both Percy and Mary, looked to the thief of fire in their works; Lord Byron chose a man does not even possess the heroism necessary save the lovely Julia from her destiny as a nun.
       But then, perhaps Lord Byron's essential point in choosing Don Juan as his Promethean connection to the heroism of the classical age is the very fact that he is rather a failure in all things heroic. To read the work of Lord Byron is to penetrate to the very essence of heroism, which is that heroes are not born, but rather they are made. You are familiar with the old saying about those who have heroism thrust upon them, yes? Well, in Byron's world it would appear that there is no true heroism except that which is thrust upon you. What makes a hero is how they are able to respond when the call comes their way.
         What Lord Byron is doing in choosing Don Juan is to examine the depth of 
heroism. Byron wrote Don Juan during a period in which the reigning Poet Laureate of England, Robert Southey, failed to live up to his earlier radicalism and settled into the easy comforts of being the kind of empty maverick of the sort that, well, John McCain is. A maverick in name only. Robert Southey faced the call of heroism and kindly turned his back upon. With Don Juan, it is entirely possible and even probable that Lord Byron was simply making a statement heroism as was known in the classical era was not just in the agonized grip of death throes, but was totally and entirely lacking in a mortal connection to this world. With heroism either dead or a cruel joke, then, Lord Byron's choice of the decidedly unheroic Don Juan to become his Prometheus was a loud clarion call to the world to admit that all true heroes really were dead and buried and not to be resurrected.
He thought about himself, and the whole earth,
Of man the wonderful, and of the stars,
And how the deuce they ever could have birth;
And then he thought of earthquakes and of wars,
How man miles the moon might have in girth,
Of air-balloons, and of the many bars
To perfect knowledge of the boundless skies –
And then he thought of Donna Julia’s eyes.  (I. 92.1-8)
In thoughts like these true wisdom may discern
Longings sublime and aspirations high,
[…]
If you think ‘twas philosophy that this did,
I can’t help thinking puberty assisted.     (I.93.2-8)
       Mockery of the English is reiterated in the very title of the poem in the pronunciation of ‘Juan’ with the hard “J” of the Anglicised dialect (understood from its rhyme with ‘true one’ (26. I.1.4)) as opposed to the Spanish pronunciation as “hwahn”. Just as Burns used the pronunciation of the rhymes in ‘My Heart is in the Highlands’ (‘north’ and ‘worth’, and ‘floods’ and ‘woods’, are emphatically only full rhymes in the Scottish dialect) to ostracise an English audience, Byron ridicules his English audience in purposely having them mispronounce the Spanish word. This sneer as his compatriots insinuates that Byron felt detached from them and possessed a sense of alliance rather with foreign nations, in this particular case, Spain. When you think of 'Don Juan,' what comes to mind? Womanizer? Seducer? Maybe Johnny Depp? Maybe none of those things, and that's okay too. To clarify, those are the things you should've thought of; Don Juan's associated with seducing lots of women, and Johnny Depp played him in a movie, because who else could play him but Johnny Depp, really? But in Lord Byron's epic Don Juan, it's actually the opposite of what you'd expect. The title character is the opposite of Don Juan; he's not a suave womanizer, and it's actually the women who are always trying to seduce him, so it's a little role reversal. 
       It's kind of a funny idea for a poem, and it is a humorous poem, but it's hugely long. It's a real epic at 16,000 lines. Just for comparison, if you've heard of Paradise Lost, which is Milton's epic poem about Satan's rebellion against God (which sounds a lot more serious and deserving of lines than Don Juan), that's only 10,000 lines, so Byron's got him beat by a lot. This is a long poem. There's no way we can talk about everything that happens, but we can do a few important things - we can talk about how the poem is written and its structure, and we can do a high-level plot summary, so we're going to go through some of the major themes as we go and give you a sense of the thing, at least for a few of its 16,000 lines. So here we go. 
        Actually, we're not going to get to that now. Before the story begins, there's the dedication. It's dedicated to Robert Southey, who's a fellow poet. But kind of like the Don Juan in this poem, who's not what you'd expect from a Don Juan, the dedication is not what you'd expect from a dedication. Byron basically spends the dedication trashing Southey, as well as Wordsworth, Coleridge and a whole bunch of his contemporaries. He's kind of like a rapper who calls out everybody; it's like 'you suck, you suck.' It even kind of sounds like a rap; the first lines are the sarcastic: 'Bob Southey! You're a poet, poet laureate, / And representative of all the race.' Then there's a funny slam of Coleridge: 
Canto I describes Don Juan's early life in Seville, which is 'famous for oranges and women' as Byron says. His father, who cheated on his mother, dies early. His mother, an intellectual, really is determined to keep him from learning anything at all about sex. In terms of his studies, she says 'not a page of anything that's loose, / Or hints continuation of the species' - where 'continuation of the species' means 'having sex.' That's tough, because the Greek and Roman classics he was reading are full of gods and goddesses getting it on. You might as well forbid him to learn about vowels as forbid him to learn about sex; it's just not going to happen.
When Don Juan turns 16, along comes Donna Julia. She's 23, married to a 50-year-old dude, and hot for Don Juan. The description of her gives you a good sense of how Byron uses these joke rhyming couplets at the end.
'There was the Donna Julia, whom to call
Pretty were but to give a feeble notion
Of many charms in her as natural
As sweetness to the flower, or salt to ocean,
Her zone to Venus, or his bow to Cupid
(But this last simile is trite and stupid).'
        That couplet at the end comments on its own self and is designed to make you chuckle. Maybe you chuckled, maybe you didn't. Anyway… 
       Donna Julia is the first in a long line of women who seduce Don Juan. She's a married woman (much like Byron's real-life lovers) and their affair becomes a scandal. Her husband sends her off to a nunnery, and Don Juan's mother decides to send him off to travel in order to regain his morals, which is a horrible idea. I guess she hadn't seen Eurotrip, but clearly if you send 16-year-olds off to party in Europe they're not going to regain any kind of morals. What are you thinking, woman? 
       The mother of Don Juan sends him off to travel in order to regain his morals.
That's Canto I. The subsequent cantos find Juan traveling around, having adventures, and getting seduced by tons of women. We're not going to talk about all of them because we'd be here all day, but we're going to go through a few to give you a sense of what happens. 
        Canto II is actually kind of important, and it's different from Canto I. Juan is on a ship sailing for Italy. The ship sinks in a storm and Juan ends up on a longboat with a bunch of men. He doesn't seduce any of them. The food runs out and people start cannibalizing each other. Then Juan is actually rescued by a woman named Haidee, who he falls in love with, even though they don't understand each other's language, which, if you've seen Love Actually, you know is not a problem (the Portuguese maid who Colin Firth can't understand). You might have noticed too, that all the women in that film are under superiors - the men are their bosses who they fall in love with. Anyway… 
       Anyway, Haidee doesn't speak any Spanish, but that's just A-OK; they're in love. Her father is a pirate who wants to sell Juan as a slave and does not approve of their relationship, so she has to hide him - he just can't catch a break with a normal relationship here. We go into Cantos III and IV, where we hear more about them; they get the news that Haidee's father is dead, so they mourn him for a little bit, then they decide to move in together and have a huge party. They do that; then Lambro, her father, turns up, and he's unhappy - they're spending all his money. He orders his men to seize Don Juan. Haidee is so upset that she suffers a brain hemorrhage and dies. Juan is sent to the slave market. 
       In Cantos V and VI, Juan meets an awesomely named Englishman, John Johnson. They're sold as slaves to a sultan. Juan has to dress as a woman for reasons that are not really explained. Even dressed as a woman, one of the Sultan's wives in the harem wants to sleep with him. A whole bunch of shenanigans go down and he gets thrown out of the Sultan's palace.
       A whole bunch of other stuff goes on. He ends up in a battle against the Russians 
that's based on a real battle with Catherine the Great. Then he ends up with the Russians and Catherine the Great wants him. Everybody wants this guy! 
Don Juan ends up in a battle that is based on a real battle with Catherine the Great.
The war section actually gives Byron a chance to critique war, which is part of his thing. There's extreme violence; Juan starts off thinking he can be a war hero, but the extreme violence, immorality, and horrors of the battle get described in really sharp detail. Even so, Juan is considered a war hero, so he kind of compares those things. 
      Juan is sent off to St. Petersburg. Again, Catherine the Great's kind of in to him. Then she sends him to England because he's too cold in Russia. Then there's just a whole bunch of cantos about Juan interacting with all sorts of Lords and Ladies of England and having affairs with a bunch of them. And that's kind of all that goes on. In the midst of all this, we do get a very famous line that you've probably heard of: 'for truth is always strange; Stranger than fiction.' That is from Byron's Don Juan, so now you know that's where that comes from. 
        The story ends unfinished; we don't really know what Byron intended to happen to Juan. It could be that he ends up in love with one of the many married women in England that he has affairs with, but we'll never really know. It's kind of like Freaks and Geeks gets cancelled before we really know most of the story; it ends with Lindsay riding off in the VW bus. That's kind of what happens to Don Juan. 
Just to sum things up, Don Juan is Lord Byron's epic satirical poem in which he takes his own life as a wandering womanizer and flips it around, making his hero seduced by lots of women. Love is a source of pleasure and of pain in the poem. The latter is highlighted when he loses his true love Haidee (when she has a brain hemorrhage and dies because he's going to be sold). It's also, briefly, a commentary on the brutality of war, before Juan goes back with the ladies. As a Romantic poem, the language is all really accessible, and it's funny. This is accentuated by the form, ottava rima, which allows for that rhyming couplet at the end of each stanza. And that's a broad overview of Don Juan! 
       Byron’s mother had to rent rooms near the castle of Nottingham, and later a house, Burgage Manor in Southwell, before being able to move into Newstead in 1809. This solemn place, together with his gothic readings and Calvinist imprint, would later influence the poet’s life and works. More than twenty years later, he would recall in Don Juan:
The mansion’s self was vast and venerable,
With more of the monastic than has been
Elsewhere preserved: the cloisters still were stable,
T he cells too and refectory, I ween:
An exquisite small chapel had been able,
Still unimpair’d, to decorate the scene;
The rest had been reform’d, replac’d, or sunk,
And spoke more of the baron than the monk. [27.XIII, 66]
      Byron’s juvenile poetic productions were influenced by his provincial surrounding, and were presented as the efforts of a dilettante. His first collection of poems, Fugitive Pieces in 1806, later re-published as Poems on Various Occasions in 1807, contained occasional verses, mainly inspired by the poet’s everyday experiences, social life and sexual liaisons in London and Southwell. Because he made explicit references to the people he knew, the two collections had a controversial reception, especially in the rural and conservative environment of Newstead. As Byron observed, ‘I am surrounded here by parsons and Methodists’, and his emerging career as a provocative poet was not easily compatible with the parochial surroundings (26. I, 115). 
        Hours of Idleness, Byron’s next collection of poems published in 1807, clearly reveals a newly acquired awareness of the contemporary literary market, in England and abroad. Hours of Idleness, as the title itself suggests, is reminiscent of the Della Cruscans’ poetry, which had a fundamental influence on Byron’s poetic career. This collection, in particular, tries to recreate the same languid and indolent atmosphere of The Florence Miscellany, the first collection of occasional poems that the Della Cruscans composed in Florence in 1785 ‘to while away an afternoon’. Although in later years, Byron would agree with the Quarterly Review editor William Gifford, who considered the Della Cruscans’ poetry too effeminate and too exotic to appeal to English readers, his whole production is forged by the Mediterranean languorous atmosphere, the improvisatory style, the satirical-erotic vein and the politically liberal intent of the Della Cruscans. 
        Hours of Idleness  marks the start of Byron’s career as a professional poet. The collection went through a second edition in 1808, and it provided Byron with considerable success. However, the publication of Hours of Idleness had also fuelled the first unpleasant reviews by Henry Brougham Edinburgh Review, January 1808) and Hewson Clarke The Satirist, October 1807.. Brougham’s negative review in one of the most prestigious literary periodicals of the time particularly infuriated Byron, and incited the polemical tone of his next work, English Bards and Scotch Reviewers . This satirical poem, which clearly aligns Byron with the ‘good’ English poets against the ‘cruel’ reviewers (almost all Scottish), reveals Byron’s confidence as a poet and his facility for writing verses. By attacking one of the most authoritative literary journals of the period – The Edinburgh Review – Byron started to emerge as a non-conformist poet, alienated by the literary establishment, and an advocate of freedom of expression. In spite of the initial difficulty at publishing it, – it was published anonymously by James Cawthorn – English Bards went through five editions, the last of which came out in 1811. Byron embarked on the traditional aristocratic Grand Tour in 1809, when he left England for southern Europe and Asia Minor France and Italy were excluded due to the Napoleonic Wars . This travelling period radically changed Byron’s perception of himself as a poet and of his writing career. The poet’s transformation is clearly visible in Childe Harold I and II, the composition of which coincided with his travelling experience. In Childe Harold, Byron’s innovative approach to travel is transposed into poetry. Byron’s re-visionary approach to the Grand Tour favoured an emotional and transgressive encounter with place, rather than the traditionally scholarly and erudite approach. The Grand Tour would provide inspiration for the Orientalist writer, shaping a new personal and unique perception of places and cultures. Since his early travels, and later in his Italian stay, Byron’s journeying abroad initiated a process of geographical, cultural and political displacement, which involved a process of annihilation and re-creation of his own identity as man and poet. From Childe Harold on, Byron’s works centre on images of displacement, as well as concepts of translation, and spatial and cultural overlappings. In Childe Harold in particular, Byron tries to shape a new poetics of space, where familiarity and otherness intermingle and contaminate each other. This contamination takes place on different levels: cultural, stylistic, and linguistic. In this way, Childe Harold, as alter-ego of his creator, appears as a multifarious, fluctuant and impermeable character, who adapts to different circumstances and, most importantly, to different geographical and cultural locales. 
       This blending of literary modes and cultural influences is also visible in Byron’s Orientalistic works. His Oriental Tales, which include The Giaour, The Bride of Abydos, The Corsair and Lara, as Cheeke has recently observed, are bound together by a strong formulaic homogeneity, so that the codes of Eastern ‘other’ overlap and intersect with those of British aristocratic mores, refracted through and influenced by both literary conventions and British imperial politics. At the same time, Childe Harold and the ‘Oriental Tales’ perfected that ‘improvisatory’ style which Byron had first attempted in Hours of Idlness. ‘I feel [that ‘our’ art] comes over me in a kind of rage every now and […] if I don’t write to empty my mind, I go mad. […] I feel it as a torture, which I must get rid of, but never a pleasure’ [26. VIII, 55]. Similarly, commenting on the composition of Don Juan, Byron insisted on the poem as improvisatory: ‘I have no plan – I had no plan – but I have or had materials’ (26. VI, 207]. Byron’s emphasis on the improvisatory style of his best poetry clearly alludes to a Mediterranean poetics of passion and spontaneity which was becoming popular at the beginning of the nineteenth-century. 
       "The point of Don Juan, then," as Jerome J. McGann remarks, "is to clarify the nature of poetry in an age where obscurity on the subject, both in theory and practice, was becoming rampant" [27.78]. This obscurity had "developed from the increasing emphasis upon privacy and individual talent in Romantic verse" (78). The paradox of Byron's crusade to save the traditional form of poetry from those bent (in his view) on its destruction is evident when juxtaposed against the myth of Don Juan and Byron's own life. Byron's traditional ideas on poetry, and his conservatism  in his attitude toward imagination appear all the more ironic when placed next to Juan's hedonistic lifestyle and Byron's rebellious nature. Satire, as employed by Byron, enables him to address serious issues throughout the poem while serving to undercut the seriousness of those same issues. It becomes an effective vehicle for "educating" as he entertains, and it serves as Byron's qualifying device for his theme of "appearance versus reality". This idea that things are not always what they seem is representative of both Byron's outlook and the idea that the alleged cynicism in Don Juan is but a facade covering a greater issue. 
If there are some obvious external reasons for the harsh satire in the text (and Byron's world view), there are even more possible internal elements which result in the Byron vision. It seems too obvious to assert that Don Juan is autobiographical, yet in a letter to his publisher, Byron wrote, "'The truth is that (the poem) is TOO TRUE'" [27. Bostetter 7]. Leslie A. Marchand's biography of Byron (as referred to in Candace Tate's essay) tells us that Byron's childhood was remarkably similar to Juan's. Byron's father, Captain John Byron, thus becomes Don Jose, and Donna Inez, like Byron's mother, becomes "repression personified" [27Tate 91]. 
      Canto 1, then, becomes a "deliberate innovation to the traditional Don Juan myth," and in it "Byron's own oedipal problems emerge as the ultimate conflict in his psychodrama, with Juan as the protagonist of myth and psychodrama both" [27 Tate 90-1]. In the poem, Byron "depicts the formative events of his life, his experiences as son and husband, but so thoroughly rearranged as to raise a private past into a public fiction. The impulses behind the rearrangement are the key to the poem, for in retelling in this oblique fashion the circumstances of his childhood and marriage Byron is able to construct an ideal version of them, one that is favorable to the ego whose fragility is betrayed by the divided self-presentation" [27 Manning 46]. Byron is especially sympathetic to Byron-as-Juan, and depicts him "not as the ruthless seducer but as the innocent seduced" [27 Bostetter 3]. 
        Byron confronts the angst obsessing him, but from a safe distance: "what Byron-as-Juan painfully endures, Byron-as-narrator rises above, turning to comedy the bitterest elements of his own life and indeed narrating them as if they were not part of his life at all. The narrator, above the action and exercising supreme control over it, is an image of Byron as he would like to be, a self-reassuring demonstration that he was master of the problems that tormented him.... By showing Juan in his childhood Byron demythologizes the story and gives instead a psychological sketch of the effects of environment on character" [27. Manning 46]. 
Because he is educated/influenced/manipulated by women, it is little wonder that Byron-Juan has no voice in Canto 1 and feels the need to escape. His tragedy is that he moves from one mother figure to another. "As Inez's social and psychological peer, Julia becomes a parental substitute for Juan.... she embodies again (Byron's) own mother's violent hatred toward her husband and the emotional excesses that her stern Presbyterian principles neither disciplined, nor relieved, but as with Julia, and Inez, hatred is nicely submerged beneath a veneer of respectability, and the hated husband is replaced by the more easily dominated 
son" [27 Tate 94].  A further twist in this Oedipal dilemma is the fact that Don Alfonso doubles as a father figure to both Julia and Juan, and the incest implication is obvious. "Alfonso's relationship with Inez and the chance of his being Juan's actual father, or at least old enough to substitute as the father symbol in the exclusive 'only mother,' 'only son' affliction, sets up an oedipal configuration between these three characters, which is further complicated by the possibility that Julia is 'sister-mother' to Juan" (27 Tate 94-5]. 
       Canto 1 allows Byron "to recreate through fantasy, and memory, the bizarre relationships with his own overprotective mother, and wife, and to joke about his own oedipal, or sister-mother, relationship with Augusta Leigh." Yet, "because they are a mystery, all women represent an external threat to Juan's sexuality, and Byron needs Juan to enact an escape from their motherly manipulations. Juan's role as the 'innocent' in Canto 1 differentiates him from the traditional Don Juan character: he is the conquered, not the conqueror" [27.Tate 96-7]. 
The tormented feelings Byron suffered due to his own upbringing, then, are transferred to Juan in the text and we see how the Oedipal dilemma contributes to a loss of (sexual) innocence and the subsequent alienation. Byron's own psyche was scarred and we see the resulting cynical view of the world through his (Juan's) eyes. 
       The apparently oppositional elements of the poem create havoc when attempting to analyze Don Juan. We have seen how  and why  satire plays such an important part of the poem and we have explored some of the possible underlying motives for much of the poem's chaotic tendencies.   In Don Juan Byron wanted to create a poem that was deliberately and in every sense inconclusive, since he wanted to show life itself as ultimately without meaning.... The central fact about Don Juan is that he has no mission (and his) failure to have a mission is, rather, part of Byron's attempt to depict realistically the actual conditions of all heroism, the fact that although a hero may be admirable and do some impressive things, his deeds cannot lead to any meaningful result. [27.73-74]

                  II.4. Theme of Love in Don Juan 
         Love is a dominant theme in Don Juan. Byron has established his own ideas of love and marriage widely and comprehensively in Don Juan, the long narrative poem. 
       He needed the support and the society of women; he liked to be admired and petted and comforted by them. He found that with them he could unburden his troubles. Unlike Plato, Byron does not give emphasis on the spiritual love. Plato always gives emphasis on the spiritual love where there is little emphasis on physical contact. Byron's view of love is not in keeping with that of George Bernard Shaw who castigates the romantic notion of love. Shaw tells in his play Arms and the Man that marriage is not the combination of high-flown desires and romantic passion, but a contract which is a means of bringing into being a better generation. We can see a different type of love in Don Juan. Here the hero seduces women and makes advances indiscriminately. The hero does not hesitate even to establish a physical relationship with an almost mother-like woman, named Julia. 
Byron's personal experience of life is not a happy one. His scandalous relationship with his half sister, his marriage with and separation from Anna Isabella Milbanke, are significant incidents in his life. His wife was prim, spoilt, mathematical and wealthy. The sexual attention of his nurse, when he was only nine years old, made a permanent impression on his. The marriage and separation of his parents also influenced him to a great extent. On the other hand, his attractive and mysterious personality, his love affairs helped him make keen observations on womanhood. 
Byron's attitude to love is the direct outcome of his personal bitter experience in conjugal life. His own experience of unhappy marriage confirmed that love and marriage are incompatible. He also thinks that love does not have the rules same as that of camp, court and grove. 
      According to Byron, first love is light and thoughtless and unreal in both its animal and its sentimental aspect. To highlight the superiority of first and passionate love, Byron has given a long description of various sweet things to focus on the emotion of love. E.g. the hum of bees, the voice of girls, of birds, the lisp of children and their words are sweet. Glittering gold is sweet to the misers, first born child is sweet in the father. But to Byron, first and passionate love is sweeter than all other things. He says, 
"But sweeter still than this, than these, than all
Is first and passionate love."[27.31]
       According to Byron, women are more aggressive than men. Donna Inez intentionally does not separate Juan and Julia, because she finds her own happiness in destroying Julia's reputation and even her marriage. Using Juan as a tool, she succeeds in separating Julia from Alfonso through divorce and getting her locked up in a convent. In Canto X, we learn from Inez's letter to Juan that Inez in married and Juan has already a little brother. The suggestion is that she married Don Alfonso. The jealous hypocrisy of Inez and Alfonso in clearly sketched here. Byron also shows pity for the sad lot of women in many passages. Women, Byron thinks, can really love but once and that love is invariably betrayed. 
        Donna Inez and Don Jose represent an unhappy marriage where the wife and husband cannot adjust mentally with each other. There is a whisper among the relatives around that Don Jose has a mistress or two. The illicit love of her husband contaminates her. 
       She is plagued by infidelity so that now she does not hesitate to establish a secret relationship with her former lover, Don Alfonso, the present husband of Julia. Here Byron likes to say that if Inez and Alfonso were united earlier, there would have been a possibility of happiness as they loved each other. 
Another unhappy marriage is also criticized by Byron. Don Alfonso and Donna Julia's relationship is also poisonous because of their unequal age. Alfonso is a man of fifty and Julia is only twenty three. He cannot satisfy Julia. Julia is also unhappy with Alfonso. So, she decides so surrender herself to Juan who is only sixteen. The fall for each other so passionately that one night Juan is discovered in the bed chamber of Julia by her husband Alfonso. Juan has to escape leaving is only dress. Through this bed chamber episode, Byron criticizes the social bondage of marriage cannot bring peace without the proper combination of age and mentality. 
       But Byron has also appreciated Julia in several ways. She has invested the heart of Julia with sincere love for Juan. Her caressing of Juan in his childhood is praiseworthy. Moreover, in the long letter written by Julia to Juan from the convent draws our sympathetic attention. In this letter, she has proved her sincere love for Juan. She has lost the state, station, heaven, and her esteem for the sake of her love for Juan. In spite of losing everything she could not forges that sweet memory. She says: 
"I love, I love you, for this love have lost 
State, station, heaven, mankind's my own esteem, 
And yet cannot regret what it hath cost, 
So dear is still the memory of that dream" 
According to Bernard Beatty, a famous critic, she produces a famous aphorism that is never quoted as though it were said in Byron's own voice but it belongs to her: 
"Man's love is of man's life a thing apart, 
'Tis woman's whole existence," 
Byron has revolted against the social barriers regarding marriage. To him loveless marriage is nothing but a hearth of fire which burns the couple forever. In the first Canto of Don Juan, he is very much critical and satirical in his attitude. He also advocates that marriage without love cannot be sustained for long. The so called socially sanctioned marriage cannot bring peace in the conjugal life.
We have been discussing the concept of “young love” and more specifically its relation to fantasy vs. reality, a specific passage in Lord Byron’s “Canto 1” caught my eye. The poem itself is, as one can tell from first look, an epic that tells the story of Don Juan and his unrequited love Donna Julia. The poem is told first from the perspective of the author, which I found to be an interesting aspect of the poem. It is not often that a poet speaks directly to the reader. However, the passage I found to be the most representative of young love is stanza 74:
Then there were sighs, the deeper for suppression,
And stolen glances, sweeter for theft,
And burning blushes, though for no transgression,
Tremblings when met, and restlessness when left;
All of these are little preludes to possession,
Of which young passion cannot be bereft,
And merely tend to show how greatly love is
Embarrass’d at first starting with a novice. [26.585-592]
       The passage shows a clear message of young love (“young passion”) and the desire that Don Juan and Donna Julia have for each other. Because it is referred to as “passion,” it can be inferred that their love may not be as serious as they perhaps think it is. The word “passion” is often associated with “lust” and not necessarily with true love. A lot of this passage is also based on the fact that they are not actually together.  So is it really just a fantasy? Is there a real connection or is it the idea of the relationship that they are so in love with rather than the other person?
By using words such as “preludes” and “novice,” it also emphasizes the newness 
of the relationship. Granted, it develops later in the epic, but young love is often depicted as “love at first sight.” Some would say that this is truly a fantasy, and that there is no such thing, but others would beg to differ. Even though they are different in many aspects, it is for this reason that “Canto 1” reminded me quite a bit of Shakespeare’s Romeo and Juliet. Byron’s rendition has a far less tragic ending, though still not ideal in any sense of the word.  However, there are a lot of parallel elements.
      Don Juan  is considered Byron's foremost achievement and one of English literature's great long poems. Variously described as a satire, epic, and novel in verse, the unfinished work defies critical categorization despite the consensus that it contains some of the sharpest social criticism in the English language. Writing in an animated style, Byron utilized a variety of narrative perspectives to comment on a wide range of concerns, including liberty, tyranny, war, love, sexuality, hypocrisy, and the mores of high society. The poet's ironic observations and brutally candid portrayal of human weaknesses garnered widespread condemnation from his contemporaries, who subjected Don Juan and its author to an unforgiving and almost relentless campaign of personal slander and critical abuse. Today, however, critics regard Byron's complex, profoundly skeptical yet often humorous work as a remarkable anticipation of both the mood and thematic occupations of modern literature. 
         So, Don Juan, which is composed of sixteen cantos written between 1819 and 1823, is regarded as largely autobiographical in nature and can be traced to a wide range of literary and theatrical influences. In addition to the Italian poets, Byron borrowed from the epics of Virgil and Homer; the satire of François Marie Voltaire, Miguel de Cervantes, Alexander Pope, and Jonathan Swift; and the picaresque novels of Tobias Smollett, Henry Fielding, and Laurence Sterne. Byron also incorporated a broad selection of nonfiction, including passages from historical works, directly into his text. The result is a work satiric in tone, epic in scope, and harshly realistic in its portrayal of human behavior and events.  
                           Love motives in She Walks in Beauty by Lord Byron 
"She Walks in Beauty" is a poem written in 1814 by Lord Byron. One of Lord Byron’s most famous, it is a lyric poem that describes a woman of much beauty her love and elegance.    
She walks in beauty, like the night
Of cloudless climes and starry skies;
And all that’s best of dark and bright
Meet in her aspect and her eyes;
Thus mellowed to that tender light
Which heaven to gaudy day denies.

One shade the more, one ray the less,
Had half impaired the nameless grace
Which waves in every raven tress,
Or softly lightens o’er her face;
Where thoughts serenely sweet express,
How pure, how dear their dwelling-place.

And on that cheek, and o’er that brow,
So soft, so calm, yet eloquent,
The smiles that win, the tints that glow,
But tell of days in goodness spent,
A mind at peace with all below,
A heart whose love is innocent! [28.173]
        We usually refer to this poem simply by its first line, "She Walks in Beauty." But the first line does more than introduce the subject of the poem – a beautiful woman. The first line of the poem  and therefore the title  is an apparently conscious echo of the famous sonnet by William Shakespeare, "Shall I compare thee to a summer's day" [27.Sonnet 18]. Except, of course, instead of comparing the beautiful woman to a "summer's day," Byron compares her to "night." So he's not just setting up a contrast between night and day, he's also setting up a contrast between himself and Shakespeare. 
          This is a pretty gutsy move, if you think about it – even in the early nineteenth century, when Byron was writing, Shakespeare was generally accepted to be the greatest English poet of all time. Usually, when poets referenced Shakespeare, they did so in an almost reverential way. But here, Byron gives Shakespeare a shout-out, only to turn Shakespeare's simile on its ear and reverse it. Based on what we know about Byron.
         There is a spectacular use of assonance in the first verse here:- look at the rime words night, skies, bright, eyes ... same vowel throughout ... so the whole stanza rimes ababab but assonates aaaaaa this kind of double-effect was highly prized by keats, shelley and Byron, all of whom took the technical side of writing poetry extrememly seriously. 
       Lord Byron describes a night (associated with darkness) with bright stars 
(light) and compares this woman to that night. She brings together these opposites in her beauty and creates a "tender light." Not a light like the daytime, since he describes that as gaudy showy in a vulgar way, but a light that "heaven" doesn't even honor the daytime with. 
        Byron's diction in this poem is quite metaphorical. "She walks in beauty, like the night / Of cloudless climes and starry skies" [27lines 1-2 ]. His use of imagery has allowed us to visualize an atmosphere that surrounds this woman. The imagery he uses also brings together two opposing forces, darkness and light which works quite well together as one united force. We can visualize a dark sky filled bright stars, a perfect picture for an ideal evening, which can be compared to his picture of a perfect woman. 
         This woman, as well as the night, contains opposite features within her. "And all that¡¯ s best of dark and bright / Meet in her aspect and her eyes" [27.lines 3-4 ]. The joining of these opposite forces can be associated with internal aspects of this woman. Although this poem begins with a description of a woman walking, there are not any images of her body. Byron continuously refers to her hair and face. These lines work well because they employ an enjambed line as well as a metrical substitution ¡ª a momentary change in the regular meter of the poem. When poets enjamb a line and use a metrical substitution at the beginning of the next line, they are calling attention to something that is a key to a poem. Here Byron substitutes a trochaic foot (an accented syllable followed by an unaccented one) for the iambic foot at the start of the fourth line. Why? Because he is putting particular emphasis on that word "meet." He is emphasizing that the unique feature of this woman is her ability to contain opposites within her; "the best of dark and bright / meet" in her. In the same way that enjambment forces lines together, and a metrical substitution jars the reader somewhat, this woman joins together darkness and light, an unlikely pair. They "meet" in her, and perhaps nowhere else besides a starry night. It's also important to note that the joining together can be seen in her "aspect," or appearance, but also in her "eyes." A reader might think of the eyes simply as a feature of beauty, but the eyes also have been associated in literature 
with the soul, or the internal aspect of the person: the eyes reveal the heart. 
        "One shade the more, one ray the less, / Had half impair¡¯ d the nameless grace / which waves in every raven tress, / Or softly lightens o¡¯ er her face;" [27.lines 7-10].
        Again, the combination of opposite forces, "shade" and "ray", used to create balance in this woman. If the woman were any different, she would be less perfect. His use of imagery allows the picturing of an angelic looking woman with dark hair and a light face. The woman, similar to the night creates a "tender light". This type of light cannot be presented during the day, and is so powerful that not even heaven can bestow this light on any day. 
           Byron also has demonstrated the use of alliteration by focusing on her mind. "Where thoughts serenely sweet express / How pure, how dear their dwelling place"[28 lines 11-12]. This description creates an insight of a woman¡¯s mind, not her body. The repetition of the "s" sound is soothing because he is describing her thoughts. Again, Byron is more focused on this woman¡¯s internal features. For alliteration look at thoughts serenely sweet express ,4 ¡°s¡± sounds in 4 words _ the s implicit in x. Byron would be unlikely to use a heavyweight technique like alliteration without a good reason, here he's probably using it to slow up the motion of the line to let the full lusciousness of the sound develop in our inner ear. 
 Byron has successfully convinced his readers that this woman is perfect. Even though the descriptions of this woman may have contradictory attributes, the overall portrayal of this woman implies that these attributes have created a perfect balance within her. The use of the opposites darkness and light has helped to create this balance. The language, rhythm, and the use of human characteristics have proved that external and internal beauty can be viewed on the same scale, as well as darkness and light.  Byron says that if this darkness and lightness wouldn't be in the right proportions ("One shade the more, one ray the less"), her beauty wouldn't be completly ruined as you might expect. He says that she would only be "half impaired," and thus still half magnificent. 
        "She Walks in Beauty" is one of Byron’s most famous works. It was published in 1815 as a part of his volume Hebrew Melodies, which was set to music.[2] The poem is said to have been inspired by an actual event in Byron’s life. By one account, while at a ball, Byron happened upon Mrs. John Wilmot, his cousin by marriage. He was struck by her unusual beauty, and the next morning the poem was written.[3] She was in mourning, wearing a black dress set with spangles, which would explain the opening lines;“	She walks in beauty, like the night. Of cloudless climes and starry skies	”[28.31] However, Nathan, in his reminiscences of Byron, indicates that the subject of the poem may have been Byron's half-sister, Augusta.
       "She Walks in Beauty" is considered by some to be Byron’s tribute to the beauty of art.The poem begins with the image of a woman who "walks in beauty like the night" (poem), which might lead the reader to ask how she could be seen.[6] That question is answered in the next line when the speaker says that the night is cloudless and that the stars illuminate the sky, bringing into focus the imagery of light and darkness. When the first line of a poem is presented with no punctuation, and is followed by a line that clarifies the previous statement, it is referred to as enjambment, and this technique is used in the first four lines of the poem. 
        In the next few lines Byron draws attention to the word "meet": it emphasizes the contrasts in the woman being described. The imagery presented in the first two lines reappears in these lines, and the contrast of light and dark makes another appearance.[6] Opposites “meet” in this woman: just as enjambment and a change in meter are joined as mechanisms in the poem, the unlikely pair of darkness and light meet in her. The light and dark appear in her face and in her eyes. Her face contains light alabaster skin, yet is engulfed in dark hair, and her eyes are dark in the iris, in contrast with their whites. This repeat of the contrast between light and dark reinforces the imagery introduced in the beginning of the poem.[6] The poem goes on to say that if she were to have even one shade more darkness, or a bit less light, she would be, though not wholly ruined, "half impair’d".
      Towards the poem's end, Byron speaks of the woman’s inner thoughts and how they are all good, which serves to convey the woman as pure, making her all the more beautiful. The reference to her angelic looks gives a window into her morality as a person, and enhances her beauty all the more. According to Uma Kukathas, the contrast of light and dark in the poem can easily be a representation of what art is in its entirety; there are so many varying, contrasting parts of art, and yet it all comes together to create something that is beautiful. The contrast of light and dark is used to convey the soft beauty of the woman; the beauty is soft and pronounced but not overdone. The woman’s beauty is soft like candlelight, not too overpowering, and yet is still obvious to all who look at her. The dark part of the contrast serves as a reality check to make the woman seem more worldly and real, it creates flaws and yet if she were to have even one bit more light or darkness she would only be "half-impaired".[28.90] Byron speaks of her "nameless grace", in which one would think he were speaking of her grace as she walks, but he is really speaking of the grace she possesses from the darker features of her face, which serve to enhance her beauty in the speaker's eyes.
         Known for his love affairs with women and Mediterranean boys throughout his life, Lord Byron was, nonetheless, an important figure in the English literature. With many popular works, active life and physical beauty to his credit, Byron was considered to be the perfect image of a romantic poet-hero. He is best remembered for his brief poems ‘She Walks in Beauty’, ‘When We Two Parted’, ‘Childe Harold’s Pilgrimage’ and ‘Don Juan’. It was due to this exemplary work that he had largely influenced European poetry, music, novels, operas, and even, paintings. The concept of ‘Byronic hero’ was his creation that defined a defiant, melancholy young man, brooding on mysterious and unforgettable past.


Chapter III
                Effective strategies for teaching   J.G.Byron at high schools
                                            
       This chapter presents some suggestions on teaching students the theme of our paper Artistic and linguistic analyses of Literary analysis of “A Cup of Tea” by K.Mansfield. It is designed to improve each student's English and academic skills by providing technical instruction and opportunities to read, discuss, and write in detail about K.Mansfield and her short story “A Cup of Tea”.  
       We know that, Literature requires students to become familiar with many genres and literary techniques, and supports students in their analysis of texts noted for depth and sophistication. The lesson, which we present is intended to promote a culture of reading, and of engaged, critical reflection. Through the vital cultural and personal issues dramatized in A Cup of Tea by Katherine Mansfield’s story, students develop the ability to make fine distinctions of idea and attitude, and are thereby encourage to develop the initiative to both form and question their own opinions. Literature also promotes the confidence and ability to articulate arguments both orally and in written form.
      Description of the lesson which we recommend to have:  Through lectures or tutorial discussions students are exposed to a number of works by Katherine Mansfield in various styles which they analyze and reflect upon. The lesson requires students to explore Katherine Mansfield’s  story writing style. 
Required materials:  Katherine Mansfield’ literary works, concretely the story  ‘ A Cup of Tea’.  
The aims of the lesson are to:
· develop communication skills, in particular in using English language within the  cultural and academic context. 
· foster imagination 
· develop self confidence 
· encourage initiative and leadership 
· develop an ensemble spirit 
Essential features of the  lesson:  mime, movement; an understanding of dramatic elements such as space, time, tension  aspects of 'play' used to develop the imagination, creativity and spontaneity  improvisation, characterization, role play, monologue and dialogue  storytelling, creating for theatre, voice projection and articulation.
Assessment : -      Students will be observed closely throughout the lesson. They are  required to demonstrate their newly acquired skills during class workshops. In class the focus is on the quality of participation, and a student’s ability to readily and frequently suggest ideas, to work and plan with others, and to get involved in all activities of the lesson.Having this lesson teachers may know that their students will: Understand the beneficial role that literature can play in the foreign language classroom; Gain expertise in teaching English through literature; Learn the latest theories and techniques on using literary texts as a language teaching resource; Analyse the relationship between the study of language and literature. and at the same time, as a specific skills  students will:   Develop advanced literacy and communication skills and the ability to apply these in appropriate contexts, including the ability to present sustained and persuasive written and oral arguments cogently and coherently; Determine what literary texts are appropriate in the foreign language classroom; Use literature in such as way as to further the learner’s mastery in the four basic areas of listening, speaking, reading and writing; Develop alternative ways to present and use literature in order to broad the range of involving activities for our students; Develop the ability to handle information and argument in a  critical and self-reflective manner.          
       Final words on teaching literature -  Most Uzbek students (and many teachers of English as well) believe that  short stories have little or no place in classrooms oriented to developing communicative competence in English, or that literary texts are only for advanced learners. And, our students often say that the study of English literary texts is boring and difficult. This unfortunate situation is probably the result of teaching literature in the wrong way: choosing extremely difficult texts, relying on word-for-word translation; lecturing to students (often in Uzbek) 
on literary criticism and the meaning of English texts. 
        For English learners, this is surely not the way to develop either language skills or literary appreciation. Is there another way to use literature in the English language classroom? The basic premise of this lesson is that, yes, there is a better way. Effective literature-based lessons engage learners and capture their interest. They make learners excited about understanding how language is used to express an author's communicative purpose. They make learners active participants in tasks that lead them to discover objective language features and arrive at their own well-supported interpretations of a text. They teach learners that their own understanding of a text is worthy of respect, if it is supported by evidence from the text. They are the springboard for creative communicative post-reading activities. They make learners want to read further literary texts on their own. 
     Such lesson outcomes do not happen by accident; teachers must carefully plan for them. This lesson will be firmly based on the theoretical principles behind such lessons, but it will focus most heavily on experiential learning in a two hour format. So, participants will apply the theory to create highly motivating lessons that teach specific language features as a means of understanding poems, short stories, or plays. The main goal is that participants will come away equipped with a clearly defined set of practical skills to use in their own teaching. A second goal that usually is achieved is that students will themselves gain a fresh appreciation of A Cup of Tea by Katherine Mansfield. 
       In this chapter we’ve tried to work on some recommendations in teaching Katherine Mansfield’s stories to the students at high schools.
         Anyone who has ever studied a foreign language knows that study and repetition are key to any real progress. To attain a high level of fluency in a foreign language requires hours and hours of work. If this sounds tedious, then it's because it often is. But there are creative ways to break the monotony of studying. One of 
these is poetry. 
     Instructions. Teacher will ask students to do this task  by following steps.
 Step 1:     Choosing a story by K.Mansfield.
     Decide which of K.Mansfield’s storiess students would like to use to help their study. Choosing the right poem is important. Make sure it's long enough to have real substance in it, but steer clear of those longer than a page, at least at first. They should keep it simple. 
      Note.  It's probably better to choose a more modern poem. Just as Mansfield’s English confuses most native English speakers, other languages have their own versions of old-fashioned vocabulary and syntax that is not used in modern context. Unless students happen to be a scholar of that specific time period, they should choose a story that they know uses everyday vernacular.
Step 2: To Read the poem all the way through without stopping
       When students first work with the poem, teacher shouldn’t worry about immediately translating it, or understanding it fully. Just, let them read it. Relax, and let the words wash over them. Allow the rhythm to come naturally. Accustom students themselves to the poetic structure- where the words are on the page, where the pauses seem to occur. Then, they will be able to infer the general meaning of the poem on the first several readings, and that's enough. Deeper understanding will come later, once students and the poem are on more familiar terms.
Step 3: Translating 
       Now that students have experienced the poem naturally, it's time to break it down and study it more closely. There are several ways to do this, depending on how proficient your language skills are. For a lower level of difficulty, simply find an English translation of the poem, either online or at your local library. Most famous foreign poets from have already been translated to English several times. If they can't find a translation,   teacher (or a friend, if you have one, who speaks the language) can help students. For a higher level of difficulty, students can attempt to translate the poem themselves, with the help of a dictionary and study buddies, before they look at an official translation. The point of translation is to further understanding of the poem on a conceptual level.
 Step 4: Reading aloud -    Speaking is one of the most difficult tasks in a foreign  language. Because of its natural rhythm, poetry can enhance your speaking skills. One problem many language learners have is the flow of their speaking. They may have grammar and vocabulary correct, but producing that language is choppy and hesitant. Story   makes it easier to link words together in a smooth flow. Once students become familiar with the story, they can read it aloud. Teacher can ask students to feel how the words roll, to find where they slide together or stand apart. If possible, listen to a native speaker reading the story. Students can search for recordings on the internet, or ask a friend. If they can find this, then they will listen carefully to the recording while reading along. Teacher advises to mark which words flow together, and which words have space or breath between them. Then, read aloud students themselves, doing their best to imitate the native speaker in both pronunciation and intonation. Students may need to repeat this many times, but eventually the words will become more familiar, and begin to roll off their tongue as easily as English does.     Katherine Mansfield’s stories have fundamental to English education. It is important to understand Mansfield to be successful in an English literature class. K. Mansfield also pops up in much of popular culture, so to be knowledgeable  our students need to have a basic understanding of he writing style and her works as well.. Our teachers can follow teaching tips those are given below. First Choose several of William Wordsworth 's numbered poems  to read. They are typically available in some form online--purchasing a book of the poems is not necessary. Then read the story in a short minutes. Underline words that students do not understand. Let the students  look up the definitions to these words. Then purchase a copy of the story that contains its history and footnotes.  

III.2. Exercises for drilling
   Exercise 1.       The text used is a short story by Katherine Mansfield. The complete text is just under 400 words. It illustrates how aspect can be used to create a very vivid picture of a situation. The scene described has an almost cinematic quality.  Before the task, the students have learnt to distinguish aspect from tense and the following meanings and symbols have been adopted:
Simple		Events as plain facts      Habits
		(In the past) completed events
Perfect	Events with current relevance: experiences, results
		(In the past) events before past
Progressive    	Ongoing events
		Events existing as plans at the reference time 
(‘Simple’ is treated as an aspect because, like perfect and progressive, it is a choice.)The task is carried out in small groups.
In the following text, for each of the underlined verb groups decide what aspect it is. Mark the aspect by inserting the appropriate symbol under it. In your group, discuss 1/whether a different aspect would be grammatical, and if so 2/why the author has made this choice; what effect does the writer’s choice have? And then, after six years, she saw him again. He was seated at one of those  little bamboo tables decorated with a Japanese vase of paper daffodils. 
There was a tall plate of fruit in front of him, and very carefully, in a way she 
recognized immediately as his 'special' way, he was peeling an orange.
 He must have felt that shock of recognition in her for he looked up and met 
her  eyes. Incredible! He didn't know her! She smiled; he frowned. She came towards  him. He closed his eyes an instant, but opening them his face lit up as though he had struck a match in a dark room. 
                               Extract from A DILL PICKLE by Katherine Mansfield
 Exercise 2.


In the following text, for each of the underlined verb groups decide what aspect it is. Mark the aspect by inserting the appropriate symbol under it. In your group, discuss 1/whether a different aspect would be grammatical, and if so 2/why the author has made this choice; what effect does the writer’s choice have?
  And then, after six years, she saw him again. He was seated at one of those 
  little bamboo tables decorated with a Japanese vase of paper daffodils. 
  There was a tall plate of fruit in front of him, and very carefully, in a way she 
  recognized immediately as his 'special' way, he was peeling an orange.
  He must have felt that shock of recognition in her for he looked up and met her 
  eyes. Incredible! He didn't know her! She smiled; he frowned. She came towards 
  him. He closed his eyes an instant, but opening them his face lit up as though he 
 had struck a match in a dark room. 
                               Extract from A DILL PICKLE by Katherine Mansfield

         In writing this Qualification Paper we have spent much wonderful and exciting time of study and research, and are still trying to find the real J.G.Byron. It is a worthwhile quest because the world, which loves Byron  and his work, should know the truth about this great writer.     The present interest in J. Byron is undeniable proof of his popularity.

















Conclusion
       George Gordon Byron, 6th Baron Byron, later George Gordon Noel, 6th Baron Byron,  commonly known simply as Lord Byron, was an English poet and a leading figure in the Romantic movement. Among Byron's best-known works are the lengthy narrative poems Don Juan and Childe Harold's Pilgrimage and the short lyric She Walks in Beauty. He is regarded as one of the greatest British poets and remains widely read and influential. Byron, like many of his Romantic contemporaries, led an interesting and unusual life. His life was short, just 36 years, but nonetheless filled with interesting and unbelievable events. He was born noble and lived a life filled with sexual and political controversy. He was exiled from his home country and lost his marriage because of a dark accusation that may or may not have been true. Later, he became involved with various independence movements throughout Europe, but died before seeing any actual combat. It is safe to assume that much of the inspiration for his writing came from the events of his life, and echoes exist in many of his major works, none more notably than Manfred. Byron is classed among the ‘six great poets of the modern canon’ of British Romanticism. However, despite his Anglo-Scottish ancestry and London birth, the assumption of Byron’s status as British poet is dubious. He spent much of his adult life abroad, refused to identify himself as ‘mere Londoner’ but rather as a ‘traveller’, and is recognized as a Greek national hero, suggesting a necessity to elaborate on the epithet ‘British’; hence the introduction of the term Romantic Cosmopolitanism. The Oxford English Dictionary defines ‘cosmopolitan’ as that which is ‘belonging to all parts of the world, not restricted to any one country or its inhabitants’ and that which has ‘characteristics which arise from, or are suited to, a range over many different countries, free from national limitations or attachments’. Through considering this definition in an analysis of Byron’s poetry we will identify the extent to which Byron should be appreciated as a cosmopolitan poet.
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