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            Introduction
        

        ‘to begin with the beginning’

        Byronic, Byronism, Byromania: in his own lifetime Byron entered
            the lexicon as an adjective, a mode, a phenomenon. The legend-making took shape around
            the ‘Byronic hero’, of which Byron himself was the celebrity
            embodiment: ‘Mad – bad – and dangerous to know’,
            so Lady Caroline Lamb affected to dismiss her first acquaintance with the poet, in March
            1812, just before succumbing to a tempestuous affair. The overnight triumph of 1812,
                Childe Harold’s Pilgrimage, introduced the
            ‘hero’, a figure then typecast, with minor variations, across the
            decade in The Bride of Abydos, The Giaour, The Corsair, Lara, Parisina,
            Manfred, and two further cantos of Childe Harold (now with the narrating
            poet, rather than the Childe, as the focus of interest) – all patterned to
            Lord Byron’s own self-fashioning. The paradox was that this popular, seductive
            creation was a perfection of titanic, herd-despising alienation – all the more
            alluring for his mystery, his exotic passions, his secret sins, his self-torturing
            pride. Tapping an ‘inner Byron’ in readers of every class, sex,
            culture and nationality, the passionate poetry captivated the imagination of a war-weary
            world (since 1793). Byron deepened and enhanced his modern hero with a visible lineage
            from Shakespeare (Richard III, Macbeth, Hamlet, lago, a bit of Othello – all
            blazing on the Regency stage in the Byronic charisma of actor Edmund Kean
                1
            ); from Satan in Paradise Lost (alienated, rebellious, sarcastic,
            theatrical, seductive and, of course, poetic); and from the Satanic school of
            eighteenth-century rakes, among them, the Don Juans and Don Giovannis of novels, opera,
            theatre and popular culture.

        Byron could have rested his fame on this stunning literary conquest, yet
            he turned out to be one of its chief antagonists. This wasn’t a matter of
            moral judgement (that was work for the disapproving press, its outrage only fuelling the
            fascination), just of Byron’s boredom with the fatal facility. The harbinger
            of something new was his decadent Italianate burlesque of 1818, Beppo, a tale
                featuring a chatty narrator and cast in the ottava rima (an
            eight-line rhymed stanza) that would become the signature of Byronic satire. The
            confirmation of this harbinger was the debut in 1819 of Don Juan (also in
            ottava rima), its title evoking the old hero, only to prove a book you can’t
            tell by its cover. ‘I want a hero’, begins the epic that would play
            out in serial publication from 1819 to 1824. It was a recurring public performance, only
            intermittently about ‘Don Juán’, each instalment more
            sensational than the last. Its sixteen cantos promised inexhaustible inspiration. Just
            months into the first, Byron assured his publisher John Murray that he had enough juice
            for ‘50 cantos’;
                2
             and just months before he died, he told his doctor in Greece that ‘he
            meant to write a hundred’ at the very least, ‘that he had not yet
            really begun the work – that the sixteen cantos already written were only a
            kind of introduction’.
                3
             There were fresh instalments to Don Juan even after Byron’s
            death. A suppressed ‘Dedication’ to Poet Laureate Robert Southey, no
            less angry in its political invective than hilarious in its mockery, at last had its say
            in the Poetic Works of 1832 (the year of the first Reform Act). Then, in 1903,
            the start of a seventeenth canto, left unfinished at Byron’s death and left
            unpublished for the entire nineteenth century, emerged as the latest excitement, a time
            capsule that proved still timely.

        
            A NEW SENSATION
        

        From the outset, Don Juan was an unsparing assault on
            ‘cant’, a contemporary term (less in use now) for complacent,
            shallow sentiment, tinged with hypocrisy, laying claim to local conversations and the
            wider languages of cultural fashion, national vaunting, religious and other sermonizing
            and, not the least, throaty anthems of military ‘glory’.
                4
             So fearless were Byron’s first two instalments of Don Juan
            (Cantos I–II in 1819; Cantos III–V in 1821) that these appeared
            without his or the publisher’s name (anonymity prevented prosecution for
            blasphemy or libel). Even so, the public ably identified Byron – in no small
            part because of the transparent coding. Canto I spoofed the headline scandal of 1816:
            the feeding frenzy of rumour, cant and speculation surrounding the sudden, mysterious
            ‘Separation’ of Lord and Lady Byron, followed
            within a few months by Byron’s theatrical farewell to England (for ever, it
            turned out). If by 1819 Byron was an expatriate, ‘Byron’ was still
            very much in England. Everyone read Don Juan with electric curiosity. It was
            dazzlingly, shockingly new, not just for Byron but for British literature, even European
            literature. While many friends, publisher Murray and several more reviewers were
            dismayed by the irreverence and ‘immoral’ erotic liberty, one
            friend, poet Percy Shelley, hailed the originality and significance. With a partisan
            affection for the satire but also a disinterested admiration of Byron’s
            genius, he shared with his wife Mary Shelley his enthusiasm for the
            ‘incredible ease & power’ of the poetry (he had just
            finished reading Canto V). Here was ‘something wholly new & relative
            to the age’: ‘every word of it is pregnant with
            immortality’, he assured the novelist, poet and essayist Thomas Love Peacock,
            and to Byron himself he cheered:

        It is a poem totally of its own species, and my wonder and delight at
            the grace of the composition no less than the free and grand vigour of the conception of
            it perpetually increase… This poem carries with it at once the stamp of
            originality and a defiance of imitation. Nothing has been written like it in English
            – nor if I may venture prophesy, will there be… You are building up
            a drama, such as England has not yet seen…
                5
            

        No less than the genius, Shelley felt the potential: this method of
            ‘building up a drama’ was a performance not just reflecting the
            world but operating as a force within it. The poem’s vigour of conception was
            animated by the shifts of cultural currents and currency among at least three levels:
            the late-eighteenth-century era of Juan’s adventures; Byron’s Grand
            Tour of the continent (1809–11) and his years in England, from the
            éclat of Childe Harold’s Pilgrimage in 1812 to the scandals
            of 1816; and the era of the poem’s writing and publication, 1818–23,
            also the first years of post-Napoleonic Europe’s restored reactionary
            monarchies and new repressions. Through a range of voices, allusions, quotations and
            references, and of perspectives entertained or denounced by the narrator, Don
                Juan works its exchanges among these levels, as well as between
            the narrator and the audience he entertains and harangues, teases and frustrates, and
            for ever intrigues. Byron treats literary conventions satirically, sentimental
            commonplaces irreverently, and public issues with the conversational fluency of a
            sceptical intelligence engaged with the ordinary materiality of the world. Along with
            learned literary references and rivalries, there are coterie allusions, topical jokes,
            slang, brand names, gossip and riffs on the events of the day. Everything is fair game:
            kings and soldiers, other writers (past and present), Spanish mores and Spanish maids,
            shipwrecks, Greek pirates, Turkish harems, Russian armies, British highwaymen, British
            lords and ladies – and Byron’s own life, from his mother-dominated
            childhood to his disastrous marriage. With its conspicuous first-person narrator and
            teasings of authorial self-reference, Don Juan played to its contemporary
            public as autobiographical verse; and with its serialization, it previewed a new form of
            fiction to come, the serialized Victorian novel.

        The course of new poetry never runs smooth, however, and Byron proved the
            case in spades. The instalments of Don Juan, serial as they were, were also
            sharply divided by a forced switch in publishers, in 1822, from the cautiously
            establishment John Murray to the fearlessly radical John Hunt. Murray was already
            nervous about Cantos I–II in the spring of 1819, just months before scheduled
            publication, and hoped Byron could see his way to some alterations. But Byron wrote back
            sharply (6 April), ‘You sha’nt make Canticles of my Cantos,’ refusing (via the implied pun) all
                cant and insisting on amusement over moralism: ‘The poem will
            please if it is lively – if it is stupid it will fail – but I will
            have none of your damned cutting & slashing – If you please you may
            publish anonymously it will perhaps be better’
                (BLJ VI 105). Giving Murray permission to proceed this way, Byron also
            insisted that he ‘omit the dedication to
            Southey – I won’t attack the dog so fiercely without putting my name
            – that is reviewer’s work’ (VI 123). Jabbing at the cant
            for which Murray’s Quarterly Review was the official press, he
            declares, ‘I will battle my way against them all – like a
            Porcupine’, and then shoots off a few quills at the public still addicted to
            the Byronic Hero, and wanting another fix:

        As to the Estimation of the English which you talk
            of,… I have not written for their pleasure;… I have never flattered
            their opinions – nor their pride – nor will I. – Neither
            will I make ‘Ladies books’ ‘al dilettar le femine e la
            plebe’ – I have written from the fullness of my mind, from passion
            – from impulse – from many motives – but not for their
            ‘sweet voices.’ – I know the precise worth of popular
            applause – for few Scribblers have had more of it – and if I chose
            to swerve into their paths – I could retain it or resume it – or
            increase it – but I neither love ye – nor fear ye – and
            though I buy with ye – and sell with ye – and talk with ye
            – I will neither eat with ye – drink with ye – nor pray
            with ye… (BLJ VI 105–6)

        This ranting is peppered with the casual allusiveness that everywhere
            animates Don Juan. The authorial compact with Coriolanus’ contempt of
            the sweet-voiced populace expands into an elaborate riff on outsider Shylock’s
            contempt of those with whom he transacts his living but with whom he knows no, and
            desires no, intimacy (Merchant of Venice I iii).

        By the spring of 1822, Byron’s increasingly controversial
            publications, not just Don Juan but also Cain (denounced as
            blasphemy), were making Murray increasingly edgy, ever more eager to
            ‘slash’. He had shelved other work Byron was eager to have in print,
            in particular The Vision of Judgment (a satire on the Poet Laureate’s
            ode on the death and ascension to heaven of George III). In exasperation, Byron gave
                The Vision of Judgment to Hunt for the first issue of the Liberal,
            a journal of art and opinion on which he and fellow poets Percy Shelley and Leigh Hunt
            (John’s brother) were collaborating in Italy. Not only was The Vision of
                Judgment promptly prosecuted for libel, but Murray and his circle were
            scandalized by Byron’s liberal associations. ‘A man of his birth, a
            man of his taste, a man of his talents, a man of his habits’ (raged
            Murray’s literary adviser John Wilson Croker) ‘can have nothing in
            common with such miserable creatures as we now call Radicals… these jackal followers of his’ (letter, 26
            March 1820).
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        Murray kept hoping to redeem Byron, having done wonderfully good business
            on the second instalment, Don Juan III–V, in 1821; but he was truly dismayed by his preview of Cantos VI–VIII: ‘so
            outrageously shocking that I would not publish them if you were to give me your Estate
            – Title and Genius,’ he wrote to Byron in October 1822, begging him,
            ‘For Heaven’s sake revise them – they… would
            shock the feeling of every man in the country and do your name everlasting
                injury.’
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             By the end of the year, despairing of Byron’s redemption, Murray decided
            to end the long and profitable association, and Hunt received all the new cantos of
                Don Juan. Delighted with the award, Hunt got the presses rolling for three
            instalments in 1823 alone (VI–VIII in July; IX–XI in August;
            XII–XIV in December), while Byron, feeling not just released but positively
            liberated from his struggle with Murray, burned off a new prose Preface for
            VI–VIII (in effect, a new start), reintroducing Don Juan as a poem
            now much more centrally, and oppositionally, engaged with modern politics and society.
            ‘[I]t is necessary, in the present clash of philosophy and tyranny, to throw
            away the scabbard’, he wrote to his friend (and literary agent) Tom Moore in
            August 1822. He was fashioning the poet into a warrior of the pen: despite
            ‘fearful odds’, he said, ‘the battle must be fought; and
            it will be eventually for the good of mankind, whatever it may be for the individual who
            risks himself’ (BLJ IX 191).

        Hunt was cheered by the battle and by the bounty. Knowing his commodity
            and out to forestall piracies, he did a print run of around 21, 000 for each instalment,
            and set several formats at different prices: the most lavish was on quality paper,
            priced at nine shillings sixpence; the cheapest was set at a mere shilling.
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             Then, as fast as Byron could write, Cantos XV–XVI were prepared for
            publication in March 1824 – all in all, eleven cantos in nine months. The
            reception was everything that Murray could have anticipated, and probably helped manage:
            the new cantos were heaped with abuse by the reviews, or just ignored by the
            ‘polite’ London quarterlies. And sales were as brisk as ever.

        
            A NEW HERO, A NEW POETRY
        

        This new ‘species’ (to recall Shelley) was imprinted
            by a name some centuries old in legend, literature and popular culture: ‘Don
            Juan’, infamous rogue, libertine, charmer, lady-killer.
            From the opening stanza of Byron’s epic, however, it is clear that the hero is
            not this continental lover. That famed name is an iamb of two rhyming syllables sounding
            like con, but Byron’s rhyme uses the anglicized form, a trochee
            chiming to the sound of new one and true one:

        I want a hero, an uncommon
            want,
     When every year and month
            sends forth a new one,
Till after cloying the gazettes with
            cant,
    The age discovers he is not the true
            one.
Of such as these I should not care to
            vaunt;
    I’ll therefore take our
            ancient friend Don Juan.
We all have seen him in the pantomime
Sent to the devil
            somewhat ere his time.

        Old-sounding Juan is only a faint echo in the sound of the
            repeated ‘want’ With a fall into feminine rhyme,
            Byron’s Juan is announced – and pronounced – as a
                new one. The renaming is a keynote for the whole. In contrast to his
            legendary namesake, Byron’s Juan is no rakish pursuer of women, but will have
            his life run by women: his mother, his lovers, a Sultana and a Czarina, a Lady, and then
            a designing Duchess of the English ‘Gynocrasy’ (so Byron spells it),
            and always by Fate (the metaphysical woman). New-one Juan is genial, good-hearted,
            perpetually innocent, for ever young. He has almost no memory, no interiority, no
            soliloquies – except as an effect of situations, and usually in terms so
            clichéd as to summon the narrator’s satire. Even as his world changes
            around him, sometimes with chaotic speed, he never really changes or develops.

        While the first stanza keys in Juan, it features the narrator, a stand-up
            monologist. From the start, and never otherwise, Don Juan proceeds on this
            double track. When Murray, with an eye to marketing the ‘new’ Byron,
            asked him (just after Cantos I–II had been published) for the big plan, Byron
            replied, ‘I have no plan – I had no plan – but I had or have
            materials’ (12 August 1819; BLJ VI 207). ‘Donny
            Johnny’ (Byron called his hero) was a pretext on which to fashion everything
            and anything else. Juan-hero plays in a kind of ‘situation epic’
            (each episode a new plight for the lad), while the
            ‘materials’ take shape through the narrator’s ceaseless
            inventions across a wide range of moods and stylistic levels. He is raconteur, satirist,
            autobiographer, self-reflector, muser, literary historian and theorist, sociologist,
            culture critic – always performing with a ‘Byronic’ flair,
            and always speaking Byron’s poetry. It is by this poetry, after all, that we
            first know that Juan will not be the legendary rake. The anglicized form of his name
            modernizes, ironizes. We get similar instruction on other continental names: no memory
            is ‘so fine as / That which adorned the brain of Donna Inez’ (I 11),
            Juan’s mother; his father is scripted Don ‘Jóse’
            (the name yet another trochee); Juan’s birthplace, Seville, rhymes
            propitiously with revel, and the port of departure for Childe Juan’s
            Pilgrimage is Cadiz, rhymed with the ladies of its streets.

        Byron often hones his new pronunciations to puncture cant, unsettling its
            habits of esteem. At the end of Canto I, Southey is set to rhyme with
                mouthey (205), the proud Laureate reduced to bombastic mouthpiece. In Canto
            IX’s first stanza, the English national hero, the Duke of Wellington,
            vanquisher of Napoleon at Waterloo, gets a French twist, rung and wrung on
            Byron’s disgust of war glory:

        Oh Wellington! (Or ‘Vilainton’, for
            Fame
    Sounds the heroic syllables both
            ways.
France could not even conquer your great
            name,
    But punned it down to this facetious
            phrase –
Beating or beaten she will laugh the
            same.)
    You have obtained great pensions and
            much praise;
Glory like yours should any dare gainsay,
Humanity would rise and
            thunder ‘Nay!’

        Byron wrote this stanza in 1819, intending it for Canto III (1821).
            Then, deciding not to test Murray on the point, he asked Tom Moore to retrieve
            ‘the stanzas to Wellington… If they have fallen into
            Murray’s hands’, he worried, ‘he and the Tories will
            suppress them, as those lines rate that hero at his real value’ (12 July 1822;
                BLJ IX 182–3). With Hunt publishing Canto IX, Byron was free to
            sound the heroic syllables another way. On a French tongue and in a
            French view, Wellington puns down to Vilainton (villainous manners),
            and the countermanding Nay, without even sounding the syllables another way,
            says Ney: the name of Napoleon’s field marshal at Waterloo (executed
            for treason in December 1815 by the restored, reactionary French monarchy).
            Byron’s manuscript reveals that he wrote Vilain ton as two words, to
            sharpen the punning, and was equivocating about whether to write Ney or leave
            it Nay. He put the question in the published text in a devilish note for his
            reader to ponder: ‘Query, – Ney? –
            PRINTER’S DEVIL.’
                9
            

        The couplet that sounds the syllable both to gainsay and say, to give
                Nay and Ney, is an intricate poetic climax. This is one of the
            resources of ottava rima that Byron loved to play with – and in this instance,
            it shows the power of poetry itself in the way it links what the reflexes of cant would
            oppose. The stanza’s rhyme pattern abababcc can be worked like a
            compressed Shakespearean sonnet: like the sonnet’s three progressive
            quatrains, the triplet of ababab builds a case; and then a couplet,
            cc, hits a pithy climax, a sudden reversal, a piece of epigrammatic wit. And
            because ottava rima has no couplet until this cc climax, its ababab
            can also be enjambed, the syntax ‘striding over’ the line break with
            the fluidity of blank-verse conversation, faintly punctuated by rhyme. In the first
            stanza of that delayed Dedication, Byron rings this double formal value:

        Bob Southey! You’re a poet, poet
            laureate,
    And representative of all the
            race.
Although ‘tis true that you turned out a Tory
            at
    Last, yours has lately been a common
            case.
And now my epic renegade, what are ye
            at
    With all the lakers, in and out of
            place?
A nest of tuneful persons, to my eye
Like ‘four and twenty
            blackbirds in a pye,…’

        Laureate / Tory at, like Juan / true one / new one, is
            a rhyme module of meaning in itself. So is all the race / common case
            – a Byronic poetic linking that diminishes the poet laureate’s
            pretension to the voice of general representation. Noting that the ‘common
            case’ is Lake Poets fallen away from the liberal politics of their youth,
            Byron gives a stress to common worthy of Hamlet’s
            rebuke to his mother’s quick recovery from the death of his father
            (‘ay, Madam, it is common’; I ii 74). The former liberals are now
            common Tory ‘place’ men. (Southey was preceded by Henry James Pye as
            Poet Laureate, and would, after Byron’s death, be succeeded by Wordsworth, now
            enjoying a patronage post in the Lakes.)

        Byron spices his abuse with a rhyme-slanged ridicule of
            Southey’s pride as Laureate:

        You, Bob, are rather insolent, you
            know,
    At being disappointed in your
            wish
To supersede all warblers here
            below,
    And be the only blackbird in the
            dish.
And then you overstrain yourself, or
            so,
    And tumble downward like the flying
            fish
Gasping on deck, because you soar too high, Bob,
And fall for lack of
            moisture quite a dry Bob. (Dedication 3)

        When Murray worried about these ‘two “Bobs”’, Byron reluctantly, while it
            still seemed that this Dedication was to be set at the front of Cantos I–II,
            agreed to a modest ‘curtailment’ (BLJ VI 105). He was
            punning on the problem. Shortened to Bob, Southey’s name is a
            luckless boon: in poetic terminology, a ‘bob’ is a refrain,
            sometimes just a short line (even a syllable) at the stanza’s end. In
            Byron’s cartoon, the overstrained little ‘bob’ rhymes,
            limply, only with itself, a sterile coupling, playing on the slang of ‘dry
            bob’ as ejaculation without juice. Another shaft in the quiver of
            ‘dry Bob’ is the meaning of an Eton schoolboy who plays land sports
            rather than water sports – reducing the Laureate not just to boy, but no match
            for Byron’s oceanic cosmopolitanism. In the measure of Byron’s
            anti-establishment poetics, Southey’s bad politics and bad poetry are the
            same.

        In the stanzas that did reach publication in 1819, Byron’s
            casual skill with rhyme-rippled enjambment and couplet compression mocks the cant of
            national honour. When Byron began his epic, ‘I want a hero’, he
            meant both ‘I desire’ and ‘I lack’, and the next
            two stanzas list a legion of candidates from the war-glutted age, none lasting longer than newsprint:

        Vernon, the butcher Cumberland, Wolfe,
            Hawke,
    Prince Ferdinand, Granby, Burgoyne,
            Keppel, Howe,
Evil and good, have had their tithe of
            talk
    And filled their signposts then, like
            Wellesley now.
Each in their turn like Banquo’s monarchs
            stalk,
    Followers of fame, ‘nine
            farrow’ of that sow.
France too had Buonaparté and
            Dumourier
Recorded in the Moniteur and Courier.

        Arthur Wellesley would become the Duke of Wellington. Charles
            Dumourie(z) may have been an important force in the French Republic, but in
            Byron’s verse he survives merely by the convenience of coupling with
                Courier – and this, not even the British paper but the French
                Courier Républicain founded in 1796 and no longer in business. The
            mock-epic catalogue makes no apologies for the poet’s measures of fame:

        Barnave, Brissot, Condorcet,
            Mirabeau,
    Petion, Clootz, Danton, Marat, La
            Fayette
Were French, and famous people as we
            know;
    And there were others scarce forgotten
            yet,
Joubert, Hoche, Marceau, Lannes, Dessaix,
            Moreau,
    With many of the military
            set,
Exceedingly remarkable at times,
But not at all adapted to my rhymes.

        Some names survive to be conjured with – Danton, Marat, La
            Fayette – and others only because they scan into the patter and patterns of
            ottava rima.

        One of these names, at least, survives in Byron’s correspondence
            with Murray about Don Juan early in 1821, in his thought of concluding the
            hero’s career in the Reign of Terror, ‘to make him finish as Anacharsis Cloots – in the French
            revolution’ (BLJ VIII 78). Condemned to the guillotine in 1794,
            Jean-Baptiste, Baron de Clootz (aka ‘Anacharsis Cloots’), met his
            doom with a contribution to that famous Terror genre, the gallows
            speech, using his turn to affirm his principles and arraign the present disasters.
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             Standing before Murray’s repeated censures or requests to
            ‘alter’ the most provocative elements, Byron plays Cloots to
            Murray’s Committee on Public Safety, the terror tribunal of censorship; and
            for his speech he gives an epic autobiography that is also a tour de force in satiric
            cultural commentary, including his side in the scandal concerning the separation from
            his wife. Notwithstanding his former protests, Byron now seems to have
            ‘plans’ after all, some ‘notions on the subject’
            of Juan:

        I meant to take him the tour of Europe – with a proper
            mixture of siege – battle – and adventure – and to make
            him finish as Anacharsis Cloots – in the French
            revolution. – To how many cantos this may extend – I know not
            – nor whether (even if I live) I shall complete it – but this was my
            notion. – I meant to have made him a Cavalier Servente in Italy and a cause
            for a divorce in England – and a Sentimental ‘Werther-faced
            man’ in Germany – so as to show the different ridicules of the
            society in each of those countries – – and to have displayed him
            gradually gate and blasé as he grew older – as is natural.
            – But I had not quite fixed whether to make him end in Hell – or in
            an unhappy marriage, – not knowing which would be the severest. –
            The Spanish tradition says Hell – but it is probably only an Allegory of the
            other state – – (BLJ VIII 78)

        It’s all flagrantly Byronic, in both the heroic and the
            satiric mode. Byron took a famous tour of Europe; he is ‘Cavalier
            Servente’ (the socially acknowledged ‘escort’ of a married
            woman, in Italian custom) to Teresa Guiccioli; the Byronic Heroes were kin to
            Goethe’s lovelorn suicidal hero, Werther; Byron was infamous for his failed
            marriage; and the narrator of Don Juan is a middle-ageing,
            gâté and blasé (spoiled and jaded) raconteur.
            Byron’s tone is not Cloots’s political gothic, but social
            conversation, or rather epic cultural critique, weaving its elements in and out of
            Byron’s own life and mapped on to the hero’s errant adventures.

        In April 1822 he assured Murray that he had no interest in the assignment that was conventionally, ever since Homer and Virgil, the
            summa of a poet’s career. To the urgings of Murray and others that he
            ‘undertake what you call a “great work” an Epic poem I
            suppose or some such pyramid’, Byron retorted, ‘I’ll try
            no such thing – I hate tasks’ (BLJ VI 105). Just a
            half-dozen stanzas into his first canto, he had set his principles, like his hero,
            against the established line:

        Most epic poets plunge in medias
            res
    (Horace makes this the heroic
            turnpike road),
And then your hero tells whene’er you
            please
    What went before by way of
            episode,
While seated after dinner at his
            ease
    Beside his mistress in some soft
            abode,
Palace or garden, paradise or cavern,
Which serves the happy couple for a
            tavern.

        That is the usual method, but not
            mine;
    My way is to begin with the
            beginning.
The regularity of my
            design
    Forbids all wandering as the worst of
            sinning,
And therefore I shall open with a
            line
    (Although it cost me half an hour in
            spinning)
Narrating somewhat of Don Juan’s father
And also of his
            mother, if you’d rather. (I 6–7)

        The ‘beginning’, of course, had been launched
            several stanzas earlier, and the poet’s design is nothing if not a wandering
            by whims of inspiration, putting his digressions into the work of an epic’s
            ‘sinning’ transgressions. Even the poetic business of
            ‘beginning’ is arbitrary for Byron: it might as well be patrilineal,
            or biological. What Byron refuses is the convention of beginning by keynoting of
            character, of moral themes and of promised epic strife: the wrath of Achilles; the
            wisdom, wit and woe of Ulysses; arms and the man; the journey of life; man’s
            first disobedience; whatever. To Murray he sighed, ‘you have so many
                “divine” poems, is it nothing to
            have written a Human one? without any of your worn out
            machinery’ 
(BLJ VI 105).

        Byron’s human epic not only refuses the artifices of divine
            machinery, it also refuses generic consistency, an artifice (Byron contended) false to
            the contrarieties and contradictions of lived experience. By Canto XV (1824) he has
            become the theorist of the anti-mode: ‘if a writer should be quite consistent,
            / How could he possibly show things existent?’ (87). The next stanza answers
            by folding the question itself into an ironic reversal:

        If people contradict themselves, can
            I
    Help contradicting them and
            everybody,
Even my veracious self? But that’s a
            lie;
    I never did so, never will. How should
            I?
He who doubts all things nothing can
            deny.
    Truth’s fountains may be
            clear, her streams are muddy
And cut through such canals of contradiction
That
            she must often navigate o’er fiction. (88)

        There are two rhymes for the poet’s I: the refusal of
            his truth-telling self to lie, and the refusal of his doubting self to
                deny anything. The paradoxical logic is summed in the couplet: an openness
            to contradiction within the poetics of fiction.

        While such navigation of the borders between fiction and factual reference
            would intrigue wider and wider communities of Byron’s readers, the initial
            reception was no predictor of this success. Murray and his Tory circle might have been
            counted on to be upset, but so were many otherwise progressive, self-consciously
            ‘modern’ readers. Poet John Keats, who was enchanted by
            Childe-Harold Byron, was not alone in hating the swings between satire and sentiment in
                Don Juan, especially in Canto IPs shipwreck episode. The reverberations of
            dismay included even Byron’s friends. Within a week of publication, on 23 July
            1819, Murray relayed a report to Byron, hoping to seed the ground for reform. No such
            luck. On 12 August Byron replied with such energetic defiance that he seems to have been
            newly inspired by the adversity. He was, as he would say in Canto XV, born for
            opposition:

        You are right – Gifford is right
            – Crabbe is right – Hobhouse is right – you are all right
            – and I am all wrong – but do pray let me have that pleasure.
            – Cut me up root and branch – quarter me in the Quarterly…
            but don’t ask me to alter for I can’t – I am obstinate and
            lazy – and there’s the truth. – But nevertheless
            – I will answer your friend C.V.
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             who objects to the quick succession of fun and gravity – as if in that
            case the gravity did not (in intention at least) heighten the fun. – His
            metaphor is that ‘we are never scorched and drenched at the same
            time!’ – Blessings on his experience! – Ask him these
            questions about ‘scorching and drenching.’ – Did he never
            play at Cricket or walk a mile in hot weather? – did he never spill a dish of
            tea over his testicles in handing the cup to his charmer to the great shame of his
            nankeen breeches? – did he never swim in the sea at Noonday with the Sun in
            his eyes and on his head – which all the foam of ocean could not cool? did he
            never draw his foot out of a tub of too hot water damning his eyes & his
            valet’s? did he never inject for a Gonorrhea? – or make water
            through an ulcerated Urethra? – was he ever in a Turkish bath – that
            marble paradise of sherbet and sodomy? – was he ever in a cauldron of boiling
            oil like St John? – or in the sulphureous waves of hell? (where he ought to be
            for his ‘scorching and drenching at the same time’) did he never
            tumble into a river or lake fishing – and sit in his wet cloathes in the boat
            – or on the bank afterwards ‘scorched and drenched’ like a
            true sportsman? – – ‘Oh for breath to utter’
                (BLJ VI 206–7)

        Byron invokes another Shakespearean rag, this time Falstaff’s
            return volley of tavern-cursing at Prince Hal (Henry IV Part I, II ii) for
            fresh inspiration (literally, ‘breath’) – here, writing a
            kind of prose-poem supplement.

        Byron’s exuberant declaration of principles and practices was
            one effect of the controversy; another effect, related to this, was an unwitting
            recognition by others of a newness that could not be ignored, that compelled attention.
            One of the first symptoms was the alarm sounded by Blackwood’s Edinburgh
                Magazine. Despite the fact that Murray had a financial interest in this
            periodical and that William Blackwood was his Edinburgh agent, and
            despite the fact that the magazine was meant to be less stodgy in its convervatism than
            Murray’s Quarterly, the advent of Don Juan trumped all
            predictions. In its July 1819 issue, Blackwood’s alerted its readers
            about Byron’s new venture: ‘It is indeed truly pitiable to think
            that one of the greatest Poets of the age should have written a Poem that no respectable
            Bookseller could have published without disgracing himself – but a Work so
            atrocious must not be suffered to pass into oblivion without the infliction of that
            punishment on its guilty author due to such a wanton outrage on all most dear to human
            nature.’ Preventing the impunity of oblivion, Blackwood’s
            worked up a formal (unsigned) review of Don Juan for the August issue to
            broadcast the danger: ‘there is unquestionably a more thorough and intense
            infusion of genius and vice – power and profligacy – than in any
            poem which had ever before been written in the English, or indeed any other modern
            language’. Where Napoleon had been defeated, Byron promised to conquer the
            world, a resurrected Napoleon of the realms of rhyme. It was the infusion of genius and
            power that most exercised Blackwood’s, because this was the vehicle
            of vice:

        The moral strain of the whole poem is pitched in the lowest key
            – and if the genius of the author lifts him now and then out of his pollution,
            it seems as if he regretted the elevation, and made all haste to descend again. To
            particularize the offences committed in its pages would be worse than vain –
            because the great genius of the man seems to have been throughout exerted to its utmost
            strength, in devising every possible method of pouring scorn upon every element of good
            or noble nature in the hearts of his readers. Love – honour –
            patriotism – religion, are mentioned only to be scoffed at and
                derided…
                12
            

        Yet even the very cry of alarm had to acknowledge
            ‘genius’ and ‘power’, ‘great
            genius’ and ‘utmost strength’ – the
            countercultural shock coming from an aristocrat with a Norman title, no less.

        Lord Byron knew he was right, and in October, he wrote a joking letter to
            Douglas Kinnaird (a liberal friend from schooldays) about the canting:

        As to ‘Don Juan’ –
            confess – confess – you dog – and be candid –
            that it is the sublime of that there sort of writing
            – it may be bawdy – but is it not good English? – it may
            be profligate – but is it not life, is it not
                the thing? – Could any man have written it
            – who has not lived in the world? – and tooled in a post-chaise? in
            a hackney coach? in a Gondola? against a wall? in a court carriage? in a vis a vis?
            – on a table? – and under it? – I have written about a
            hundred stanzas of a third Canto – but it is damned modest – the
            outcry has frightened me. – I had such projects for the Don – but
            the Cant is so much stronger than Cunt – now a days, – that the benefit of experience in a
            man who had well weighed the worth of both monosyllables – must be lost to
            despairing posterity. (BLJ VI 232)

        Posterity was more open than Byron imagined at this crisis, however. It
            turned out that Blackwood’s, too, was born for contradiction, more
            welcoming to Cantos III–V than many other reviews. It hardly mattered. By the
            time Blackmood’s was tendering a revised opinion, the poem was
            reviewer-proof. Booksellers, their eye on the market rather than the moral, stormed
            Murray’s establishment to stock their shelves, and parcels had to be handed
            out of the windows ‘in answer to their obstreperous demands’.
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        Today, few would quarrel with editor Jerome McGann that ‘Don
                Juan is the most important poem published in England between 1667 (when
                Paradise Lost was issued), and 1850, when The Prelude finally
            appeared in print.’
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             McGann implies the generic affiliations: Don Juan flaunts its Miltonic
            patterns, riffs, parodies, rivalries, and Wordsworth’s Prelude was
            the first explicit poetic autobiography in English literature, regarded by its poet and
            greeted by the public as a thing totally unprecedented. In March 1823 the British
                Critic, a dull, orthodox voice of Church and State that had been sponsoring
            serial abuses of Byron’s serial epic, paused with the appearance of Cantos
            III–V for a strangely prescient summation:

        To blow hot and cold from every point in the compass, to praise and
            abuse respectively republics and monarchies; monarchies and
            republics; to libel and flatter England and America, Buonoparte and Tom Paine, the king
            and the people, friends and enemies, men and women, truth and justice, backwards and
            forwards ten times over; to do all this without any excuse or bashfulness within the
                continent of one work, is really at once a symptom, a proof, and a consequence
            of an order of intellect, which we have no adequate terms to describe.

        If you were (or are) ignorant of the inventory of blistering
            descriptives on which the British Critic routinely drew, you might take the
            sentence above as an advertisement for a modernism that had not yet found its critical
            moment. Looking back in August 1918, just about a century after Byron had begun to map
            this poetic continent, Virginia Woolf transvalued the symptom, proof and consequence
            arraigned by the British Critic to declare Don Juan ‘the
            most readable poem of its length ever written’, attributing this in no small
            part ‘to the springy random haphazard galloping nature of its
            method’. With the acuteness of an experimenter in avant-garde, she
            described the method as ‘a discovery by itself’: Byron found that
            ‘elastic shape which will hold whatever you choose to put into it’
            and he knew how to put it in play: ‘He writes 16 cantos without once flogging
            his flanks… like all free and easy things, only the skilled and mature really
            bring them off successfully. But Byron was full of ideas – a quality that
            gives his verse a toughness’ – and a quality that kept her reading
            late into the night, her only regret, ‘the pleasure of finishing
                him’.
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        Byron, for his part, left Don Juan unfinished. Canto XVII breaks
            off just after the poet has recalled Juan and his latest plight. Sexual adventurer
            Duchess Fitz-Fulke, a female Byron, has dressed up as the ghost of a friar said to haunt
            Norman Abbey (a country house where she and Juan are both guests) in order to surprise
            the lad in his bedchamber. The narrative is brazenly farcical, antisentimental, ribald.
            When Byron heard that women were offended by Don Juan, he was rather glad of
            the news, giving his doctor in Greece his diagnosis: ‘it took off the
                veil: it showed that all their d–d sentiment was only an excuse
            to cover passions of a grosser nature…. it showed and exposed their
                hypocrisy’.
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             To a worried Murray in 1820 he had opined: ‘The women
            hate every thing which strips off the tinsel of Sentiment
            – & they are right – or it would rob them of their
            weapons’ (BLJ VII 202), and in 1821 he was cheering the poetry that
            ‘strips off this illusion’ as his counterattack, defying
            ‘the wish of all women to exalt the sentiment
            of the passions – & to keep up the illusion which is their
            empire’ (BLJ VIII 148).

        Yet nothing is more Byronic about Don Juan than the vibration of
            these attacks along a web of affiliations, even sympathy, with the female heart
            – a move against the tradition of Don Juan that is decidedly
            ‘new’. Juan’s first lover Donna Julia seals her farewell
            letter to him with a ‘motto, cut upon a white cornelian’: Elle
                vous suit partout [She follows you everywhere] (I 198); and the poet of Don
                Juan lets us wonder if this is just she-sentiment, even cant. But Byron himself
            knew better, having taken the motto from a heart-shaped cornelian given to him by his
            Cambridge passion, choirboy John Edleston, whom he called ‘my Cornelian’ (see BLJ I 124). Stripping off the sentiment was
            a self-cure as much as anything, and indulging it was a self-confession as much as
            anything else. From Donna Julia onwards, the Byronic hero of Regency fame is not so much
            put to rest as translated into female form. In boyish Juan and in the wry narrator of
                Don Juan, the hero flickers into parody. But in the heroines, the romance
            burns on: Julia, lovelorn and exiled to life-in-death; Haidée, lovelorn unto
            madness and death; Lady Adeline, ‘playing her grand role’ in
            ‘weariness or scorn’ (XVI 96), even mysterious, inscrutable Aurora
            Raby of the final cantos. The narrator of Don Juan may ‘want a
            hero’, but the author of Don Juan wants a heroine.

        It is this contradictory romance – of male and female, hero and
            heroine – that Byron’s last stanzas entertain. The fragment of Canto
            XVII begins in conversation about (successively) the varieties of childhood situations
            (orphans, the only child, parish children), the pleasures of liberal discussion,
            sacraments, witches, bitches, Galileo’s heresy and vindication, and the
            poet’s bilious nature – a nature so changeable that he is inclined
            almost to ‘think that the same skin / For one without has two or three
            within’ (11). He then recalls one of his skins within, or kin, the
            poem’s increasingly expendable hero (as this appears in his manuscript):

        Our Hero was – in Canto the Sixteenth
            –
    Left in a tender Moonlight
            situation –
Such as enables Man to show his strength
            –
    Moral or Physical; –
            on this occasion
Whether his Virtue triumphed – or at length
            –
    His Vice – for he was
            of a kindling Nation –
Is more than I shall venture to describe
            –
Unless some Beauty with a kiss should bribe. – (12)

        Byron arrays the ors – moral or physical;
            virtue or vice – but only to perplex the definitions and alignments,
            and not the least, the outcome. He enters the game of or himself, withholding
            poetry, or relenting only in the seduction of a she-Beauty, the muse of intrigue. With
            male coyness and female arts thus perplexed, the poet will say only, ‘I leave
            the thing a problem, like all things’ (13). Yet between the whim of
            Beauty’s bribe and the determination to leave the thing a problem, shimmers a
            manuscript ghost, a crossed-out stanza about the epic’s erotic inspirations
            and muse:

        But Oh! that I were dead – for while alive –
            –
    Would that I neer had loved
            – – Oh Woman – woman –
All that I writ[e] or
            wrote can neer revive –
    To paint a
            sole sensation – though quite common –
Of those in which the
            Body seemed to drive
    My Soul from out me at
            thy single summon –
Expiring in the hope of sensation –
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        ‘Expiring in the hope of sensation’ dangles,
            grammatically and conceptually, as a modifier of all things, and contradictorily:
                sensation, Body, Soul, me. The sensationalist sets the subtle punning of
                ‘soul’ surrender to ‘sole
            sensation’ into a syntax that cannot say with certainty whether the
            summons will lead to the consummation devoutly to be wished, or leave him expiring in
            the mere hope of it. This is a radically Byronic idealism, a hope that all but requires
            the unwritten rhyme partner for sensation (deflation? elation? creation?
                recreation?) to be left in a suspense that forestalls expiration. Instead,
            Byron turns from the jokey narrative suspense about Juan’s strength and length to a narrative theorizing of
            ‘problem’ as the nature of ‘all things’. Yet the
            textual spectre of the stanza survives, to expose a re-experiencing and repression of
            the perplexities of writing and sensation, of lust and love, body and soul, pleasure and
            damnation, of knowing better and doing it all over again. It is this rare combination of
            passion and subversion, adored by readers as various as Percy Shelley and Virginia
            Woolf, that keeps Don Juan ‘a new one’ for each
            generation.

        
            SUSAN J. WOLFSON and PETER J. MANNING
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            Editors’ note
        

        
            GENESIS OF THE POEM
        

        The impulses that started Byron on Don Juan came from many
            sources: temperament, reading, personal circumstance, his past and present social
            environment, and what he thought and felt about them – these and other
            incentives combined to initiate and sustain his most complex poem… The
            immediate literary stimulus did not come from the vast international literature about
            Don Juan, the ravenous and artful seducer. Byron may have seen a pantomime in which the
            rake was seized by the devil – an adaptation of Shadwell’s gross
            distortion of the Don Juan story (The Libertine). However, he probably never
            read Tirso de Molina’s El Burlador, or MoliÈre’s
                Don Juan, or the Italian plays about this anti-hero and the avenging stone
            statue. Though he endowed Juan with an ‘air as sentimental as
            Mozart’s / Softest of melodies’ (XI 47, 3–4), his letters
            do not mention Mozart’s Don Giovanni or Gluck’s ballet. The
            literary stimulus for Byron’s venture came from another tradition –
            Italian burlesque. In Brussels (May 1816), Byron had been given a copy of the
                Novelle Galanti by Giovanni Battista Casti (1721–1803). This he
            enjoyed on the road to Switzerland and found superior to Casti’s Animali
                Parlanti, that he had previously read. Then in late August or early September
            1817, Byron received a copy of John Hookham Frere’s Whistlecraft,
            which imitated the technique of Luigi Pulci (1431–87), a precursor of Casti.
            Byron was so delighted with Whistlecraft that within a few days he began
                Beppo. Later he read poems by Pulci and Francesco Berni
            (1498–1535) and in Ravenna (February 1820) completed a translation of Canto I
            of Pulci’s Morgante Maggiore. Thus a major incentive for Don
                Juan was Byron’s admiration of these Italian burlesque writers, whose
            flexible ottava rima… suited his own literary tastes and needs.
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             These novelties enabled Byron to boast that they would show John Murray, his
            publisher, and others that he could write cheerfully, and would repel
            the charge of monotony and mannerism. He also promised Murray that if Beppo
            sold well he would try another poem in the same style. Encouraged by a favourable report
            from Murray in June 1818 about the brisk sales, he began the first canto of Don
                Juan in July.
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            THIS EDITION
        

        The basis of the Penguin text of Don Juan is the second (1971)
                Variorum edition. The latter is a reproduction of the first editions of the
            sixteen cantos (1819–24), modified to include (1) the corrections that Byron
            marked on copies of the defective 1821 edition of Cantos III–V and that were
            made in the 1822 edition; (2) several verbal innovations that appeared in volumes
            XV–XVII of the 1832–3 Works of Lord Byron, prepared by John
            Wright for John Murray and issued with Thomas Moore’s Life; (3) some
            clarifying emendations that were made for the 1957 and 1971 Variorums after
            repeated collation of the manuscripts with the first editions and with three
            twentieth-century editions: those of E. H. Coleridge (1903); P. E. More, The
                Complete Poetical Works of Lord Byron (1905); and L. I. Bredvold, Lord
                Byron. Don Juan and other Satirical Poems (1935). The preparation of the
            Penguin text involved a consultation of the manuscripts, and the occasional adoption of
            their phrasing, which had been merely recorded among the variants in 1957 and 1971.
            Though infrequent, these deviations distinguish the present text from the
                Variorum and from that of other recent or traditional publications.

        
            The Penguin text differs in many respects from other editions – in
                spelling, italics, capitalization and punctuation. The spelling recommended by
                recent dictionaries has usually been accepted. Occasionally an archaic spelling
                    (burthen, sate) is retained because it affects pronunciation in a
                rhyming position. Byron used both sat and sate, rhymed
                    sat with chat, that and also twice with what (to our
                ears this last one is an oblique or impure rhyme). He treated the Latin verb
                    sat in the same way, twice rhyming it with that and
                    what. He rhymed sate with gate and state.
                Since sate often appears in non-rhyming positions and in passages where he
                used other words with a similar vowel sound, this spelling has
                been kept for the assonance he intended. His spelling of proper names, even when it
                differs from recent custom, has usually been followed.

            In 1820, it was proper to print words considered vulgar or profane with dashes
                (d–n, w–s, b–s). The manuscripts and first editions
                are inconsistent here, partly because of Byron’s teasing mischief.
                Twentieth-century editions have maintained this convention, but on the following
                pages, Byron’s damns (the manuscripts had many that he himself
                censored), whores and bitches have been spelled out.

            Though Don Juan is replete with an ingenious variety of contractions, one
                obsolete and misleading usage rarely appeared on Byron’s manuscripts, but
                was introduced by editors or publishers: the apostrophe in the past tense and past
                participle of numerous verbs (sharpen’d, soil’d,
                    watch’d) in the first five cantos published by John Murray.
                    3
                 When John Hunt became the publisher, these superfluous apostrophes vanished
                almost entirely from Cantos VI–XII, but recurred frequently from the
                middle of Canto XIII to the end of Canto XV and then disappeared again in Canto XVI.
                This variation was possibly due to whim or carelessness or to a change of copy
                editors. Since the apostrophe does not affect the modern (or Byron’s)
                pronunciation of these verbs, the present text prints the ed that Byron
                wrote on the manuscripts.

            However, for the past tense and past participle of verbs ending in s and
                    p, Byron sometimes, but not always, liked the t ending:
                    blest, carest (for caressed), confest,
                    dipt, drest, exprest, kist, nurst,
                    stript, supt, tost (for tossed). Since it
                seemed sensible to maintain this manuscript spelling in rhyme words, it has been
                kept also in other places where he may have preferred the t sound to
                    d.

            Although for certain verbs grammarians (e.g. Lindley Murray) preferred the past tense
                that is also current today (began, rang, sang, sank, sprang), Byron used a
                form that was common in his time: begun, rung, sung, sunk, sprung. These
                appeared as rhymes and also in other positions.

            On his manuscripts Byron capitalized hundreds of abstractions and other nouns that he
                thought important, but caprice ruled and rushed his quill. The first and later
                editions printed many of these oddities. In the Penguin text,
                capitalization, as determined by current custom, is reserved for proper names,
                titles, the deity, personification, and for other ‘standard’
                occasions. One exception has been Nature, where Byron referred to the rural
                outdoors in general, or where he had in mind a universal, eternal body of law or
                principle, or that which was a right or just form or norm in human life, as opposed
                to freakishness and distortion. But where such eighteenth-century concepts are not
                involved and where he means human character or individual temperament or a personal
                proclivity, nature is lower cased.

            Byron was as strongly addicted to italics as he was to capitals, and most of these
                have been copied by editors. The present text has retained those that were his means
                of calling attention to puns or to metrical stress that does not coincide with an
                oral accent – to words that without italics might not be given the
                rhythmic beat he desired. Italics are also used for ‘a foreign slipslop
                now and then’ (XIII 47, 6) – words and quotations, which on the
                manuscripts were set off with quotation marks and/or italicized. But words that were
                alien in 1820 may not be so in 1970. Byron regarded ennui as a welcome
                import, but still an emigrant (XIII 101, 5–8) and treated
                    début in the same manner. Both were later anglicized. The
                chief problem now is that dictionaries of our own generation are not in agreement
                about the contemporary status of many words. Purée and
                    consommé have been accepted in the United States though not in
                England, according to the Oxford Authors’ and Printers’
                    Dictionary (10th edn, 1967) which has usually been followed in the present
                text. This dictionary does not italicize entremets and syncope,
                but both the shorter and the longer OED do so.

            Byron neither knew nor cared much about punctuation and asked others to
                ‘point’ his verse. He scattered thousands of dashes across his
                pages, often two or three per line: to get a full stop, to divide syntactical
                segments, and to indicate caesuras and rhetorical pauses. Except for the question
                and exclamation marks, other manuscript punctuation was sparse, haphazard, and often
                coupled with the dash. Editors not only have kept too many of Byron’s
                dashes but also have felt obliged to substitute some mark for almost every dash they
                discarded, and even to add punctuation where Byron had none, of which very little
                was necessary for clarity. For a century and a half, the
                punctuation of Don Juan has remained chaotic as successive printers and
                editors continued to revise it, changing colons to semi-colons and vice versa. It is
                often so eccentric as to be a distraction, and so excessive as to disrupt the flow
                of Byron’s talking verse. Moreover, since colons and semi-colons were more
                fashionable than periods, the change of Byron’s dashes to other partial
                stops lengthened many of his sentences with a loose chain of remotely coordinate
                clauses, that gave the structure an easy appearance of complexity it does not really
                have. In the present text, punctuation has been reduced and simplified in an attempt
                to sustain the fluent, colloquial movement that prevails in most of Don
                    Juan. Even in the declamatory outbursts and the oratorical parallels,
                punctuation has been as restrained as possible. But Byron’s rhetorical
                habits, his emotional and stylistic fluctuation, as well as his conviction about the
                inconsistency of all things, render futile and absurd any attempt at absolute
                consistency. Hence, one of Byron’s mannerisms has usually been observed
                – a dash or lesser stop in the final line of the octave, or at the end of
                line 7, to enforce a long pause before a concluding contrast, surprise or irony.
                Another more complex indulgence, the many asides and discursive interruptions, for
                which Byron used either dashes or parentheses, no one would want to try to simplify,
                other than to diminish double or triple punctuation.

            Byron’s contractions are associated with his metrics and with two
                prevailing cadences: a decasyllabic line with a stressed ending or an
                eleven-syllable line with an unstressed ending. He used or avoided contraction to
                contrive either one of these two endings. Like Haidée’s poet,
                ‘his verses rarely wanted their due feet’. Only through haste
                did he allow an eleven-syllable line to end with a stress. Where such a verse
                remains on a manuscript and in all editions and where no elision will shrink it to a
                pentameter, but where contraction of a verb (I’m, I’ve,
                    she’s, he’d, they’re, and others) will yield
                one of his rhythmic patterns, it would be consistent with Byron’s
                customary phrasing to use the contraction in the Penguin text. There are few such
                situations in the first four cantos. Beginning with the fifth they become more
                numerous. Had Byron made his own fair copies of Cantos VI–XVI, he might
                have marked the natural and necessary contractions. The present
                text, nevertheless, retains the uncontracted verbs, but several notes suggest that
                they be read as Byron pronounced them – with a contraction that will give
                one of his two common cadences. (See the notes to Canto V 4, 6, and Canto XII 28,
                4.)

            Although elision is abundant in Don Juan, Byron rarely signalled it with an
                apostrophe, nor does the present text ever do so. The reader should, however, be
                alert to the opportunities for elision, that are vital to Byron’s
                colloquial style and to his rhythmic pace. Once in the publication of an early poem,
                he issued a firm directive: ‘Always print “een”
                “even”. I utterly abhor “een” – if
                it must be contracted, be it “ev’n”.’
                    4
                 Many deceptive dissyllables are to be read as monosyllables, though not
                invariably: fall’n, giv’n, heav’n,
                    ris’n, pow’r, dow’r, dev’l. Just as
                common is elision (again unmarked) that compresses an apparent trisyllable to a
                dissyllable, that is sometimes ungainly: blund’ring,
                    diff’ring, flutt’ring, glitt’ring,
                    ling’ring, rend’ring, flatt’rer,
                    slack’ning, threat’ning, ev’ry, myst’ry,
                    corp’ral, gen’ral, temp’rate,
                    mod’rate. Elision also occurs where an apostrophe would be inept
                or misleading: natural, mutual, championed, glorious, virtuous, all of
                which are usually dissyllabic.

            The rare malapropisms and the sort of maladroit abuse or semantic lapse that Byron
                and Thomas Moore derided in the speeches of Castlereagh, and the somewhat more
                frequent anacoluthons and solecisms (real or apparent) – these are so
                integral to the verse of Don Juan that it would be presumptuous and
                impossible to tamper with them. Moreover, what may now seem ungrammatical may have
                been a colloquialism in Byron’s day: ‘You was not last year at
                the fair of Lugo’ (IV 88, 7). Sometimes a singular noun or pronoun by
                implication may be understood as a collective plural: ‘each Cossack/Who
                were immortal, could one tell their story’ (VII 14, 3–4). Or a
                verb may be drawn into the plural by an intervening noun as well as by the implied
                sense: ‘neither of their intellects are vast’ (IV 2, 4). Readers
                who may be jolted by ‘has sank’ (III 89, 5), and by
                ‘some sung psalms’ (for sonics too, II 34, 3), and by the case
                of the pronoun in III, Lyric 16, 2: ‘Where nothing, save the
                waves and I’, will concede that these are beyond our jurisdiction and that
                the process of modernizing must observe its respectful, logical and essential
                limits.

            In four or five stanzas among the two thousand, when the 1833 and
                later editions provide a precedent, a singular verb has been made plural (contrary
                to the manuscript and the first edition). In these few sentences, the change did no
                violence to metrics, meaning or euphony. A few verbs, if pluralized, would have
                seemed artificial and ludicrous to Byron, as well as to us, however theoretically
                correct the change might be; for instance, in XV 40, 3–5 and XVI 60, 7,
                where several singular subjects follow a singular verb. All verbal departures from
                the manuscripts and the first editions have been recorded in the notes.

        

        1973                                 T.
                G. STEFFAN, E. STEFFAN, and W. W. PRATT

        
            REPRINTS 1977, 1982
        

        The text of Byron’s poem remains identical to that of the 1973
            Penguin edition with the following exceptions: in Canto I 194, 7–8; I 195, 1;
            and 197, 6; and in Canto II 20 certain verbal changes were required.

        The Notes have been altered within restricted limits to include those
            which were sent to the publisher too late to appear in the first edition, and new ones
            assembled since 1973. We hope this section has been improved by condensing a few entries
            and by expanding several dozen others, some only by a few words or a sentence, others by
            a paragraph. The content of these additions adheres to the purposes and principles
            explained in the introduction to the Notes of the 1973 edition (p. 559).

        We call attention to the Appendix beginning on p. 756 where in 1977 and 1982 we placed Notes that
            could not be inserted without considerable repagination.

        We are gratefully indebted to all readers and scholars who have called our
            attention to misprints and other lapses and who have provided us with essential
            information.

        November
                1976                                              T.
                G. STEFFAN

        
            May 1977
        

        
            May 1982
        

        NOTES

        1.    See Introduction, p. viii. For this edition the Editors’ Note
            has been abridged from their original introduction.

        2.    Letters to Murray, 25 March, 23 April 1818,
                LJ IV 217–18, 231 (see p. 561
            for abbreviations). Letter from Murray to Byron, 16 June 1818, in Samuel Smiles (ed.),
                A Publisher and His Friends: Memoir and Correspondence of the Late John
                Murray, 2 vols. (London: John Murray, 1891), I 393–4.

        3.    For an exposition of the principles followed by
            Murray’s staff, see T. G. Steffan,
            Lord Byron’s Cain (Austin and London: University of Texas Press,
            1968), pp. 145–7.

        4.    LJ II 278.

        
            
            
            Table of Dates
        

        1778   Captain John (Mad Jack) Byron (b. 1756),
            poor but extravagant, elopes with rich Lady Carmarthen (Baroness Conyers) and later
            marries her (1779).

        1783   Augusta Byron, the poet’s
            half-sister, born.

        1784   Captain John Byron’s wife
            dies.

        1785   He marries Catherine Gordon of Gight for
            her money and soon impoverishes her.

        1788   George Gordon Byron, the poet, born 22
            January with a deformed foot; his lameness a life-long harassment.

        1789   Taken to Aberdeen, Scotland, by his
            mother.

        1791   Death of his father, Captain Byron.

        1792   Attends day school in Aberdeen. Childhood
            here not unhappy in spite of their need for money and his mother’s alternating
            tantrums and affectionate effusions. For the next few years he is influenced by the
            Calvinism of his nurses, Agnes Gray and her sister May Gray, who also encourage his
            thorough reading of the Bible. Becomes heir to the title.

        1796   His precocious, idealized devotion to
            eight-year-old Mary Duff begins.

        1797   Pious May Gray begins his sexual
            experience.

        1798   Death of his great-uncle, Lord William
            Byron, ‘the wicked Lord’. Byron inherits the title and Newstead
            Abbey, heavily encumbered by debts. Mrs Byron, her son and May Gray move to Newstead
            (August).

        1799   Byron stays in Nottingham, attended by
            May Gray, while he is tormented by excruciating, but unavailing, treatments of his club
            foot. Goes to the Hansons in London with May Gray (July). Hanson sends her back to Newstead and urges her dismissal; puts Byron into Dr
            Glennie’s school at Dulwich. Continued painful foot treatments.

        1800   Passion for his cousin Margaret Parker
            inspires his ‘first dash into poetry’. Restless at
            Glennie’s school. Friction with his mother.

        1801   At Harrow until 1805. Falls in love with
            Mary Chaworth.

        1804   Mrs Byron living at Southwell;
            Byron’s friendship with Elizabeth Pigot. Begins writing poetry. His mother
            beset by financial problems.

        1805   Mary Chaworth rejects him and marries
            John Musters. Augusta comes to Harrow for Speech Day. Byron enters Trinity College,
            Cambridge, in October.

        1806    Fugitive Pieces, his first book
            of poems, privately printed, immediately suppressed and destroyed.

        1807    Poems on Various Occasions
            (January); Hours of Idleness (June); in Southwell nine months. Returns to
            Cambridge (June).

        1808    Edinburgh Review violently
            attacks Hours of Idleness (February); lives at Newstead. Receives MA degree at
            Cambridge (4 July); leaves University heavily in debt.

        1809   Attains majority; takes seat in House of
            Lords, ignored by his guardian, Lord Carlisle. English Bards and Scotch
                Reviewers appears (March). Sails with Hobhouse to Lisbon (2 July). Journeys to
            Seville, Cadiz and Gibraltar; sails to Malta (August); to Albania, where he visits Ali
            Pasha (September); to Missolonghi (November); to Athens (December). Canto I of
                Childe Harold completed (30 December).

        1810   Leaves Athens for Smyrna (March).
            Completes Canto II of Childe Harold (March); to Constantinople
            (April–July); returns to Athens and remains ten months.

        1811   Sails for England (May); reaches London
            (July). Death of Mrs Byron (1 August), the drowning of Matthews, and the previous loss
            of young friends all depress him. Byron lives at Newstead. Corresponds with Augusta.
            Writes Thyrza poems.

        1812   Speeches in the House
            of Lords. Childe Harold I and II published by John Murray (March). Byron
            becomes famous. Friendship with Thomas Moore, Samuel Rogers, John Murray, Lady Melbourne
            and others. Affairs with Caroline Lamb and Lady Oxford. Meets Annabella Milbanke;
            proposes and is refused.

        1813   Byron much in London society. Affair with
            Augusta (June); confides in Lady Melbourne. The Giaour published (June);
                The Bride of Abydos (November).

        1814   Byron’s daughter, Medora Leigh,
            born to Augusta (April). The Corsair and Lara published (February,
            August). Byron and Augusta at Newstead (early September). Engaged to Annabella Milbanke
            (15 September).

        1815   Married at Seaham (2 January). Settled in
            a London house on Piccadilly Terrace (late March). Hebrew Melodies published.
            Meets Sir Walter Scott. Becomes a member of Drury Lane Management Committee. Visits from
            Augusta, April to June, November to March 1816. More financial difficulties. Daughter,
            Augusta Ada, born 10 December. Lady Byron alienated.

        1816   Lady Byron leaves London for her
            father’s house, Kirkby Mallory (15 January). Siege of Corinth and
                Parisina published. Deed of Separation drawn up (March) and signed in
            April. Byron snubbed by London society. Financial difficulties become acute. Claire
            Clairmont begins her liaison with him (April). Prepares to leave for the Continent.
            Public auction of his library (23 April). Accompanied by Fletcher (his servant) and Dr
            Polidori, Byron leaves England for ever (25 April). Travels through Belgium; visits
            field of Waterloo; up the Rhine, reaches Geneva (25 May). Rents Villa Diodati; Shelley,
            Mary Godwin, Claire Clairmont living near by. Tour of Lake Geneva with Shelley (June).
            Writes Childe Harold III and The Prisoner of Chillon, which are taken
            to London by Shelley (near end of August). Travels in Alps with Hobhouse for a few
            weeks. Writes two Acts of Manfred. Leaves for Milan (5
            October); moves on to Venice (10 November); lives with the Segati; affair with Marianna
            Segati. Starts going to the conversazioni of the Countess Albrizzi. Childe
                Harold III and The Prisoner of Chillon published (November). Casual
            affairs with many lower-class women.

        1817   Claire Clairmont gives birth to Allegra,
            Byron’s daughter (12 January). Completes Manfred (February). Has
            fever after the carnival season. Sets out for Rome (April), visiting en route
            Padua, Ferrara, Bologna, Florence, and writing The Lament of Tasso. At Rome
            rewrites Act III of Manfred. Hobhouse has Thorwaldsen make a bust of Byron
            (May). Leaves Rome (20 May) for Venice; soon moves to La Mira near by. Manfred
            published (16 June). Starts Childe Harold IV (June). The Lament of
                Tasso published (17 July). Turbulent affair with Margarita Cogni begins. Writes
                Beppo (6 September-10 October). Returns to Venice (13 November). Learns (10
            December) that Newstead Abbey has been sold; gives directions about payment of
            debts.

        1818   Carnival festivity
            (January–February). Beppo published (28 February). Another period of
            illness (gonorrhea). Attends the conversazioni of the Countess Benzoni.
                Childe Harold IV published (28 April). Continued promiscuous dissipation.
            Allegra is brought to Venice (about 1 May). Moves to the Palazzo Mocenigo (late May).
            Begins Don Juan (3 July). Shelley visits him at intervals
            (August–October). His lawyer Hanson arrives (November). Begins Don
                Juan II (13 December).

        1819   Another carnival and another illness
            (January–February). Begins liaison with Countess Guiccioli (early April). Goes
            to Ravenna to see her after her illness (June). At her request writes The Prophecy
                of Dante (June). Mazeppa published (28 June). Don Juan I and
            II published (15 July). Follows the Guiccioli to Bologna (10 August). Returns to Venice
            with her (15 September). Has begun Don Juan III. Visited by Thomas Moore
            (October), to whom he gives MS of Memoirs. Another fever (28 October).
            Teresa’s husband and her father, Count Gamba, try to separate the lovers;
            prolonged quarrelling between husband and wife; Teresa persuaded to return to Ravenna
            with her husband. Finishes first draft of Don Juan III (30 November). Murray
            tries to stop piracies of Don Juan. Teresa again ill; at her father’s
            request, Byron leaves for Ravenna (23 December).

        1820   In copying, divides Don Juan III
            into two cantos (January). Byron lives at the Palazzo Guiccioli with Teresa and her
            husband (February). Begins to be more interested in Italian politics. Starts Marino
                Faliero (April). Another Guiccioli crisis (May); the Count asks Byron to stop
            seeing Teresa; she demands separation; in July the Pope grants her father’s
            appeal for separation; she goes to live with Count Gamba at his country house in nearby
            Filetto. Byron finishes first draft of Marino Faliero (17 July). Becomes
            friendly with Pietro Gamba (Teresa’s brother) and joins a revolutionary
            society. During summer frequently visits Teresa at her father’s house. Writes
                Don Juan V (16 October-27 November) and completes fair copy (26 December).
            Continues Memoirs which he sends to Moore. Teresa and her father return to his town
            house in Ravenna (mid–November). Assassination
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