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Abstract 

Studies of Alexander Pope's poetry tend to examine only the footnotes to his Dunciads, if 

they examine his footnotes at all.  This dissertation will address this deficit in our understanding 

of Pope's poetics through an examination of Pope's use of footnotes in support of his verse 

throughout his career.  With Gerard Genette's taxonomy of footnotes as variously paratext and 

text and Hugh Kenner's idea of the technological space of the printed page as frameworks within 

which Pope's footnotes operate, this dissertation will show that – over the course of his career – 

Pope developed a poetics of annotation that deployed footnotes rhetorically as appeals to ethos 

and pathos that both built up Pope's own authorial ethos for his audience in the literary market 

place of early eighteenth-century London and for posterity and used that authorial ethos in 

support of his literary and political friends. 
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Chapter 1 

Introduction 

In 1716 Edmund Curll published John Oldmixon's The Catholic Poet; or, Protestant 

Barnaby's Sorrowful Lamentation: An Excellent New Ballad. To the Tune of Which no body can 

deny, a satiric poem attacking Alexander Pope.  In the two-page poem preceding a three-page 

petition supposedly by Bernard Lintot, Oldmixon included five explanatory footnotes that were 

clearly aimed at satirizing Pope's annotation techniques; Oldmixon had never previously used 

such notes in his own verse.  The footnotes in this satire are important because of the timing of 

this attack on Pope's practice of footnoting his verse, for he had only been publishing for seven 

years and, with the exception of the edition of The Messiah that was published in The Spectator 

in 1712 (which had marginal glosses) and The Temple of Fame of 1715 (which Pope published 

with endnotes), he had used footnotes in all of his works in the five years since his publication of 

An Essay on Criticism in 1711.  Or, to put this another way, Pope used some form of annotation 

in all of his works from 1711 to 1715 and the majority of these annotations were footnotes.  He 

was so unique and consistent with his use of annotation in original English poetry that, within 

five years of his beginning the practice of annotating his verse, his critics were able to attack his 

footnotes as a distinctive part of his style – a style that was present in Pope's writing almost from 

the start of his career.1  Pope began this practice of footnoting his verse sometime between 1704 

                                                        
1 Though footnotes were not present in either the verse of the Houghton Manuscript of Pope's 

Pastorals or his first published edition of them in 1709, Pope included footnotes in his prose "An Essay 
on Pastoral" that accompanied the poems in the Houghton Manuscript (McLaverty, Pope, Print and 
Meaning 209 and Prest 155).  A version of this essay, without the footnotes, was published as "A 
Discourse on Pastoral Poetry" in his 1717 Works (TE 1.5 and 1.22).  The footnotes were not restored until 
Warburton's 1751 edition of Pope's Works. 
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and 1709 because, as noted by Robert M Schmitz in Pope's Essay on Criticism 1709: A Study of 

the Bodleian Manuscript Text with Facsimilies, Transcripts, and Variants (1962), the citations in 

An Essay on Criticism (1711) are present in the 1709 manuscript that was used for a printing 

proof (2–3).2  This means that these footnotes were part of the original writing process for the 

essay and, given the timing of them, they are too early to be the response of a youthful poet to 

the attacks on the publication of his Pastorals in Tonson's Miscellany that year.   

The footnotes begin on the second page of the manuscript for the Essay, where Pope argues,  

†Let such teach others who themselves excell 
 And censure freely who have written well. 

 Authors are partial to their Wit, 'tis true, 
 But are not Criticks to their Judgment too? 

 Yet if we look more closely, we shall find 
*Most have the Seeds of Judgment in their Mind; 

 Nature affords at least a glimm'ring Light; 
 The Lines, tho' touch'd but faintly, are drawn right. (15–18) 

 
These lines are supported by footnotes labelled † and * (in that order) that contain quotations 

from Rhetorica ad Herennium (mistakenly attributed to Cicero), Pliny, Cicero, Quintilian and 

Petronius that serve as sources for Pope's argument in his verse.  The footnotes show Pope 

linking his work to the poets, writers and critics that he was reading in the early years of his 

career.  They are not a reaction on Pope's part to outside criticism, but a preemptive action that 

placed Pope among the learned writers of his time and both positioned him as an heir to classical 

                                                        
2 It is likely that Pope's initial use of footnotes in his verse began within this time frame, for Pope 

told Joseph Spence he showed his Essay on Criticism to William Walsh in 1706 and he claimed to have 
written the Essay in 1709  (Spence 194 and 170).  Schmitz cites Elwin quoting Jonathan Richardson as 
writing in his own 1717 copy of Pope's Works, "Mr. Pope told me himself that the Essay on Criticism 
was, indeed, written 1707, though said 1709 by mistake" (E&C 2.10 quoted in Schmitz 2).  See pages 2–3 
of Schmitz for a more complete discussion of the "confusions and qualifications" concerning the time 
frame of Pope's writing of the Essay (2). 
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authors and located him in a dialogue with those authors and with posterity – as evidenced by 

Rev. Whitwell Elwin's somewhat defensive response in The Works of Alexander Pope. New 

Edition (1871) to Pope's quoting of his sources in Pliny and the author of the Rhetorica ad 

Herennium: "the execution of a work and the appreciation of it when executed are separate 

operations," and many more men can do the latter as can do the former (E&C 33–34).  This 

preemptive attempt to control the dialogue surrounding his writing is a feature of Pope's 

footnoting practice that we will return to later in Pope's career with the publication of his Works 

(1717 and 1735/36) and his collaboration with Willam Warburton. 

From his circulation of his Pastorals in manuscript among his literary circle in the years 1705 

to 1709, Pope was being compared to the great classical authors as Maynard Mack notes of 

William Walsh writing to William Wycherley in 1705 and "pronouncing [Pope's Pastorals] to be 

superior to anything Vergil had done at the same age" (Alexander Pope A Life 98 and 

Correspondence 1.7).  The importance of this comparison to Pope is seen in his preservation of 

the letter between Walsh and Wycherley and his publication of it among his published 

correspondence. 

Pope consciously positioned himself publicly as an heir to Virgil and an English author within 

an established Christian tradition with the publication of "The Messiah" in The Spectator on May 

14th, 1712.3  He produced an imitation of Virgil's Fourth Eclogue, while connecting the poem 

with the prophecies concerning the coming of a Messiah in the Book of Isaiah.  Throughout the 

poem Pope included twenty-one marginal citations to the Book of Isaiah.  The first citation on 

line 9 refers to "Isaie, Ch 11. v. 1" (fn9, TE 2.113).  Subsequent citations only indicate chapter 

                                                        
3 Additionally, as part of an ongoing dispute between the Ancients and Moderns, Pope placed 

himself in a neo-classical tradition following Virgil with the publication of his essay on pastoral poetry in 
Guardian 40 (1713) (TE 1.16–20). 
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and verse, as the Book of Isaiah is the only cited source for the poem.  For the original edition in 

The Spectator, the passages of Isaiah are given citations in the poem but the imitation of Virgil's 

Eclogue is only explained in the title.  Starting with the 1717 edition of his Works, however, 

Pope provides longer annotations in addition to the citations of chapter and verse and these notes 

include Latin quotations of the Fourth Eclogue with an included English translation and 

quotations of the relevant sections of the Book of Isaiah from the Authorized Version of the 

Bible.  The 1717 edition of the poem includes these additional annotations as endnotes at the tail 

of the Advertisement, as a separate section that addresses the connections to Virgil and Isaiah, 

while later editions from 1736 onward place them in the footnotes with the other citations in the 

poem.  

However, despite the citations of the Authorized Bible, the majority of the verse that echoes 

the Book of Isaiah alludes specifically to the Douai-Rheims Bible.4  This disconnect between the 

content of the allusions and the footnotes that reference them suggests the footnotes are present 

for some purpose other than to act as direct citations or explanations of Pope's sources.  Pope 

must be attributing the verses of Isaiah, not as a means of citing his specific sources, but rather as 

a means of linking the general source of traditional Christian literature, or the Authorized 

Version for Anglican English readers, with his poem and with Virgil's Fourth Eclogue.  The 

citations become ethical moves on the part of the author, linking his poem to the Book of Isaiah 

by endeavoring to select references to the Book of Isaiah that would be in the version of the 

Bible known to the majority of his readers and showing his own awareness of the Authorized 

                                                        
4	Pope may have been using the Vulgate as his source instead of the Douai-Rheims Bible, which 

is a direct translation of the Vulgate for these passages, but I am choosing to follow the practice of E. 
Audra and Aubrey Williams in Volume 1 of the Twickenham Edition of the Poetry of Alexander Pope, 
where they cite the Douai-Rheims as the source for these verses – with a caveat that Pope searched both 
the Douai-Rheims and the Authorized Bible for the "word or phrase which would most 'beautify his 
piece'" (TE 1.102). 	
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Bible even as a Catholic.  At the same time, Pope makes allusions to "such Ideas as best agreed 

with the nature of pastoral poetry," which, in this case, are the allusions to the Douai-Rheims 

Bible instead of the Authorized Version (Works 43).  The allusions in the verse are selected 

based on their poetic value, as noted by Audra and Williams (TE 1.102), while the citations are 

selected based on their potential familiarity to Pope's readers.  This is not to suggest that Pope is 

attempting to hide the Catholic source of his imagery here by selecting Anglican references for 

his footnotes.  Instead, I am arguing that he was selecting from whichever source was more 

useful to him: the Catholic Bible for its poetic imagery and the Anglican Authorized Edition of 

the Bible for its familiarity to the English reading public in order to reinforce the connection 

between Virgil's Eclogue and the Book of Isaiah that he has constructed in his poem and to 

reinforce his authorial ethos by showing his awareness of both classical learning and England's 

official religion. 

What these two examples from Pope's manuscript to An Essay on Criticism and "The Messiah" 

from The Spectator show is that Pope is using footnotes for more than just citations of his 

sources and that such uses, when compared with his better-known use of footnotes in The 

Dunciads, suggest an overlooked area of Pope's writing that provides insight into his attempts to 

shape or control reader response to his poems. 

In order to address this deficit in our knowledge of Pope's authorial practice, this project will 

examine his footnotes across his published works to show that he used footnotes for several 

purposes: most importantly, he used them to aid in the construction of his authorial ethos 

throughout his career; but he also used footnotes to reinforce aspects of the verse and to guide his 

readers in their approach to and their understanding of his verse.  Pope intended his verse to be 

read with the footnotes and, as I will argue in this dissertation, his footnotes work to present a 
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particular authorial presence to his readers.  I will also argue that some of his poems, and not just 

his Dunciads, cannot be appreciated fully without the footnotes.   

My secondary research for this project branches in two directions: writings on the footnote and 

writings on Pope's presentation of his authorial self or persona. Regarding footnotes, there is 

very little previous scholarship concerning Pope's footnotes outside of his Dunciads, so I will 

build upon the existing works that deal with footnotes and extend their ideas and observations to 

Pope's works across his career.5  Among the scholarship dealing with footnotes specifically, 

there are three works that are central to the study of footnotes in this project: the first is Gerard 

Genette's Paratexts: Thresholds of Interpretation (1997), the second is Anthony Grafton's The 

Footnote: a Curious History (1997), and the third is Chuck Zerby's The Devil's Details: A 

History of Footnotes (2002).  The approaches of the first two authors provide the foundations for 

all of the other contemporary authors that write about the footnote and Zerby presents a populist 

history of the footnote in English print culture, so I will summarize their arguments as they 

reflect on Pope's footnotes here before going on to examine Pope's place in the current study of 

the footnote. 

Genette's discussion of paratext provides an inventory of the elements of the apparatus 

surrounding a text and examines the illocutionary force of those elements, to illuminate their 

function as well as their form (8).  I have found this catalogue of footnotes based on their 

location in the text, the apparent author and the apparent function of the footnote a useful 

classification system for approaching Pope's footnotes.  Genette divides footnotes into authorial, 

                                                        
5	See Empson, Kenner and Mannheimer for examples of discussions of the footnotes in Pope's 

Dunciads (Empson, Seven Types of Ambiguity 86, Kenner, Flaubert,	Joyce	and	Beckett	39–42, 
Mannheimer, Print, Visuality and Gender 88–89 and 113–115) Only Mannheimer examines other 
footnotes outside the Dunciads, and then only those in Sober Advice from Horace (72–73 and 78–81).  
See below for further discussion of these authors and their treatments of Pope's footnotes.	
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allographic, and actorial footnotes based on the apparent writer of the footnote.  Authorial 

footnotes are provided by the persona of the author, allographic footnotes are provided by other 

writers as commentary or illumination of the text, and actorial footnotes are provided by the 

fictional or fictionalized characters who are present in a text (322–323).  All three of these types 

of footnotes (authorial, allographic and actorial) are present in Pope's verse and I will use 

Genette's terms for my own taxonomy of Pope's footnotes in this dissertation.  

Genette further subdivides footnotes into those that are a supplement to the text, and therefore 

outside of the paratext, and those that are part of the paratext.  Genette argues the footnote is a 

"fairly elusive and receding element of the paratext," and some footnotes "do indeed fulfill a 

paratextual function, that of providing defensive commentary or autocriticism," while others  

"constitute modulations of the text and are scarcely more distinct from it than a phrase within 

parenthesis" (342).  Genette states that authorial footnotes to a discursive text that are provided 

along with the initial printing of that text are not paratext, for "the original authorial note, at least 

when connected to a text that is itself discursive and with which it has a relation of continuity 

and formal homogeneity, belongs more to the text" than to the paratext (328).  Such footnotes, he 

argues, "are scarcely more distinct from [the text] than a phrase within parentheses or between 

dashes would be" (342).  As he is primarily talking about the genre of the essay or other non-

fiction work here, with authorial footnotes that support and expand on the argument, I am taking 

discursive to mean organized and reasoned argument rather than digressive or prolix in nature 

("Discursive" def. 1).  And I should note here that I am extending this definition to authorial 

footnotes provided at the time of publication that have a relationship of continuity with the verse 

due to their rhetorical function alongside that verse. 
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In contrast, for Genette, the authorial footnotes to a novel or poem are defined as paratext 

because, "authorial annotation of a text of fiction or poetry, by dint of its discursive nature, 

unavoidably marks a break in the enunciative regime," which makes such annotation paratext 

(332).  He then notes that such annotations are "historical references or…philosophical 

reflections" (332).  Again, it is the footnote's discursive nature – in this case digressive, even as 

the historical or philosophical commentary expands on a point in the prose – that marks it as 

separate from the tighter, more focussed poetry or the rambling self-reflective prose of the novel 

("Discursive" def. 2.). 

This classification of footnotes as both paratext and supplemental text (whether of the main 

text or of external criticism), depending on function, helps to differentiate between types of 

footnotes, but it also potentially suggests, in some cases, footnotes that Genette argues are part of 

the paratext ought to be read as integral to the text they are commenting on because the footnote 

(as textual element) straddles both the text and the external criticism of that text. 

I believe Pope's use of authorial footnotes fits with both of these definitions of discursive: in 

the first case by being discursive whether or not they are coupled with a discursive text because 

of a continuity of rhetorical function, and in the second case by not being discursive in a 

digressive sense.  The footnotes illustrate Pope's reasoning or expand on a point in the verse 

without being digressive in nature because they focus on amplifying the appeals to ethos and 

pathos in the verse.  Despite their placement in the liminal space at the bottom of the page, 

separated from the verse, the footnotes have a relation of continuity with the verse due to their 

being included as part of the original poem – and, in a case like An Essay on Criticism (1711), as 

part of the original manuscript.  Their use as amplification places them within the same 

enunciative regime as the verse, where the poet as author is presenting his text to his readers, and 



9 

 

not in a separated space where the voice of the editor, critic or commentator elides or 

complements the voice of the poet.  There is no change in voice here and no change in speaker or 

audience and the rhetorical use of the initial authorial footnote as amplification of the verse 

continues and, most often, amplifies whatever elocutionary force is present in the verse, so there 

is no change in the regime of enunciation – which, for Pope, is not just the heroic couplet but, as 

James McLaverty points out, the printed page (Pope, Print and Meaning 1). 

I am taking Genette's idea of footnotes being either paratext or not paratext further and arguing 

that Pope's footnotes, situated as they are in a liminal space that is both part of the physical 

printed page of the text and (potentially) part of the paratext surrounding the text, should be read 

as integral to the text they are a part of.  If they are liminal in nature, or part of an "undefined 

zone," as Genette suggests of all paratext (2), then they are both an integral part of the text and 

part of the paratext, for footnotes are positioned to be seen by the reader as part of the same page 

as the text they refer to and therefore, to an uncritical reader, they can all be read as part of the 

text that they supplement, or ignored as unnecessary additions to the text – even as they can all 

be read as external commentary to that text – and their liminality never resolves. 

In contrast to Genette, who presents a detailed study of the footnote as a textual element across 

genres, Grafton focuses on the chronological development of the footnote by historians.  He 

notes, "at first glance, of course, all footnotes look very much alike," before going on to discuss 

the varied use of them in historical research (7), which (at least superficially) supports the 

reading of them on the whole as either supplemental text or as external commentary.  Tracing the 

history of the footnote, he writes, "annotation of documents – X writing commentary on Y – 

began in the ancient world and has flourished in every culture that possessed a formal, written 

canon, " and, "brief glosses on unusual words and phrases became organic parts of the texts they 
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clarified" (26–27), so allographic footnotes have always operated as commentary on the text.  As 

for their function as citations of the sources used by a historian, Grafton states, "footnotes confer 

authority on a writer," and from the early modern period onward, "the text persuades, the notes 

prove.  As early as the seventeenth century, after all, some antiquaries entitled the documentary 

appendices of their works simply 'Preuves' – 'Proofs.'" (8, 15–16).  Further reinforcing this 

connection between the use of footnotes and the early modern period, he observes, "Jacob 

Thomasius offered a neat taxonomy of the wrong forms of citation as early as 1673" (13).  By 

the time of Pope, the footnote was an established method for providing proof of an author's 

veracity or sources as well as a method for providing further commentary on the text above.  The 

citational footnote operates to build up an author's ethos by connecting him with earlier 

important scholars. 

Grafton also shows the act of providing commentary on your own work via footnotes is not 

new to Pope.  As Grafton points out, from the Renaissance to the present, "occasionally the 

writer served as his own explicator.  Dante and Petrarch wrote formal commentaries on segments 

of their own poetic production – a tradition which continued...down to T.S. Eliot's notes on The 

Waste Land" (28).  He then argues that this is an attempt by these authors to have some influence 

on later readers, for, "many Renaissance authors, from Petrarch on, came to see themselves as 

writing for a posterity as distant as they themselves were from the classics" (28).  He then further 

argues that notes in such ancient and Renaissance texts, and the scriptures in particular, "act as 

intermediaries between a text considered to be of eternal value and a modern reader whose 

horizons are necessarily limited by immediate needs and interests" and we will see this practice 

occurring in some of Pope's works too – particularly in his later works (32). 
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Unlike Grafton and Genette, who focus on historical or classical footnoting practices, Chuck 

Zerby also looks at footnotes in terms of creative works that are roughly contemporary with 

Pope.  In The Devil's Details: A History of Footnotes (2002), Zerby argues the use of authorial 

footnotes in English poetry begins with Aphra Behn's "A Letter to a Brother of the Pen in 

Tribulation" (1684)(146), for Behn, despite building upon Abraham Cowley's earlier use of 

endnotes in his English language poetry, "makes the note (and the footnote, at that) a fully 

functioning actor in a poem" (49).  Cowley's use of endnotes was in his Davideis, A Sacred Poem 

of the Troubles of David.  In Four Books (1656), which included extensive notes collected after 

each book.  But, according to Zerby, it is Behn who brings the footnote into her poem as a 

fundamental part of the poem – a practice that, in Zerby's estimation, is not continued by other 

seventeenth- and eighteenth-century writers.  Zerby argues, "the poetic footnote, and particularly 

the kind of dramatically integrated note that Aphra Behn pioneered, was never fully developed" 

(57).  Focussing only on Pope's Dunciads, he argues Pope's own footnotes were "shabby, tipsy, 

and scented with bogus academicism" (57), because "his tidy mind could not conceive of the 

dramatic possibilities inherent in the poetic footnote" (58).  But Zerby misunderstands and 

misreads Pope's use of footnotes, choosing to read the paratext in the various Dunciads as 

representative of Pope's use of footnotes throughout his entire career and he misses Pope's 

established footnoting practices in favour of his parodic footnotes satirizing the current Grub 

Street milieu.  This mistaken focus on the footnotes to the Dunciads also occurs in other modern 

criticism of Pope, where Pope's own established footnoting practices are often overlooked in 

favour of the satiric commentaries to his Dunciads. 

For example, in "The Satiric Footnotes of Swift and Gibbon" (1990), Frank Palmeri brackets 

the period of Pope's career and states that eighteenth-century footnote practices show the 
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"antagonistic relation between the text and the limited, partial, or mistaken authorities it refers to 

in its notes" (247).  Here again, like Zerby, Palmeri is solely focussed on Pope's Dunciads when 

he examines Pope because he sees The Dunciad footnotes as a bridge between those in Swift's 

fifth edition of A Tale of a Tub (1710) and Edward Gibbon's The Decline and Fall of the Roman 

Empire (1776).  Palmeri's approach to these satiric footnotes is useful, though, for he suggests 

that the "dialogical contestation of other authorities" (256) via footnotes allows Swift or Gibbon 

and, by extension, other authors using similar satirical practices to indirectly establish their own 

authority through "parodic and subversive adoption of the voices of their opponents" (257).  In 

Pope's case, this adoption includes fictional footnotes from other authors, as well as adoption of 

their own works into his own.  Of Swift's footnotes, Palmeri states, "the ingenious footnotes in A 

Tale of a Tub have not received attention as major instruments of his parodic satire" (251), 

though I would go further than this statement and suggest that the use of footnotes in Scriblerian 

satire in general has been overlooked – a practice that began with A Tale of A Tub but continues 

in the work of other members of the Scriblerian club and their legacy, such as Pope and Laurence 

Sterne. 

Another useful position is that of Alex Watson, who argues in Romantic Marginality: Nation 

and Empire on the Borders of the Page (2012) that Genette misreads the use of paratext in the 

eighteenth century as merely a "parasite" upon the text, confusing "actual annotative practice 

with the discourse surrounding it" and accepting that discourse at face value (29).  Instead, 

commenting like everyone else on The Dunciad, Watson suggests in Pope's case that footnotes 

provided opportunities for "ironic juxtaposition and deconstructive satirical play" (19).  He also 

comments, in contrast, on Pope's satirizing of "the excessively literal approach to literature" (18) 

of the Moderns and Bentley and Theobald in particular, as "the ultimate embodiment of the 
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excessive minuteness" of the Modern critic (18).  He is correct in this argument, for the satire in 

The Dunciad is effected by the footnotes as much as by the verse, but he overlooks Pope's use of 

footnotes outside of his Dunciads, which both echoed earlier footnoting practice and influenced 

the very same Moderns he was mocking in the Dunciads themselves. Watson also does not give 

Genette enough credit for cataloguing footnotes as both part of the text and as paratext.  Such 

satiric play, in Genette's taxonomy, is provided by footnotes that operate as supplements to the 

text and not as paratext. 

Another author who makes perceptive comments about Pope's use of footnotes, yet overlooks 

Pope's non-Dunciad footnotes, is Hugh Kenner.  His second chapter of Flaubert, Joyce and 

Beckett: The Stoic Comedians (1962), "James Joyce: Comedian of the Inventory," deals with 

Joyce, Pope and Swift and their use of the typography of the physical book to affect their 

writing.  Kenner presents the idea of "technological space" of the printed page to describe the 

visual layout of the text and paratext of the printed book, "for which it was designed in the 

beginning" (35).  He sees the footnote as "a device for organizing units of discourse 

discontinuously in space rather than serially in time" (41), because a reader can follow the 

narrative or shift his or her attention about at will (35).  This idea of the page layout being a 

technological space provided by the printing press is a useful one to take forward into this study, 

for it incorporates the text and paratext within a shared space on the page: a shared space that lies 

within the regime of enunciation defined by the printed page for a text that is meant to be read 

instead of spoken aloud. 

Writing of how footnotes in A Tale of A Tub are positioned relative to the text, Kenner notes 

their relationship is determined "wholly by visual and typographic means, and will typically 

defeat all efforts of the speaking voice to clarify it without visual aid" (39).  This typographic 
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relationship can then be exploited by the writer, as Swift does in the Tale and as Pope does 

throughout his works.  Of Pope's Dunciad in particular, Kenner observes the footnote operating 

as a supplement to the text.  He states rather cryptically, "very often the note is needed to 

complete a poetic effect; Mr. Empson has analyzed a famous instance of this" (41).6  This 

practice of using the footnote to complete or accentuate a poetic effect occurs in Pope's other 

works too, so it is not isolated to his parody of Grub Street, but I will elaborate on this in later 

chapters. 

Commenting again on The Dunciad, Kenner also observes that Pope positions himself above 

the dunces, fixes them in history with his comments, and leaves them to bombard his verse with 

counterpoint voices while it "plunges majestically forward amid a strangely orderly babel of 

commentaries, assailed at random by every fly in Grub Street" (41).  That this babel of 

commentaries is both orderly and ineffective should be no surprise, for it is Pope who controls 

the technological space of his page and decides who says what to whom – these allographic and 

actorial footnotes operate as an intended supplement to Pope's verse. 

In contrast to the writers above, only a few authors discuss Pope's footnotes outside of his 

Dunciads.  One of these authors is Howard Weinbrot, who points out, in "Annotating a Career: 

From Pope's Homer to The Dunciad: From Madame Dacier to Madame Dacier by Way of Swift" 

(2000), the movement of Pope's "editorial machinery" from his Homer translations to his later 

The Dunciad in Four Books (459).  Weinbrot is one of the few critics to note "the delicate 

symbiotic relationship between poem and apparatus" (467), and this symbiosis will be examined, 

argued for, and expanded upon in this dissertation.  Another author who looks at Pope's non-

                                                        
6	See Seven Types of Ambiguity (1930), page 86, for William Empson's discussion of this as an 

example of his second type of ambiguity – where two or more meanings are resolved into one or a word is 
presented in a consciously multivalent form.  He examines Pope's description of Elkanah Settle in Book 
III: "a sage appears / By his broad shoulders known and length of ears" (27–28).	
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Dunciad footnotes is Hans-Joachim Zimmerman, who examines the sources of Pope's footnotes 

to Book IX of his translation of The Iliad, in Alexander Popes Noten zu Homer (1966).  

Zimmerman conducts a thorough examination of Pope's sources for the notes to that particular 

book but, given the scope of his dissertation, he does not go beyond that book and examine 

Pope's footnotes in the remainder of the translation. 

For Pope in his early career, footnotes were a way to illustrate what he later called the "better 

half of Criticism (namely the pointing out an Author's excellencies)" to his readership (Preface to 

Shakespeare xxiv).  In doing this, Pope helped to pioneer the use the footnotes by the original 

author of a non-discursive work in English.  Until Pope's use of footnotes in this manner, the 

practice of footnoting a text was largely one of secondary criticism.  With Pope's inclusion of 

footnotes in his poetry, the practice becomes a part of the original authorship of a text rather than 

a response to or an explanation of a text. This is a significant shift in the practice of footnotes 

that still has ramifications for us today, for our current academic writing uses this technique.  In 

fact, thanks to Pope, though footnotes were a recent development in the works of contemporary 

authors, with Anthony Grafton tracing their modern development back to the seventeenth 

century (13), as opposed to the translations and editions of classical texts, by the time of 

Warburton's edition of The Works of Alexander Pope Esq. in 1751 we have a text that resembles 

a modern critical edition – a point I will examine further in the relevant chapter of this work. 

Another area where modern critics examine Pope's construction of an authorial presence or 

self is in terms of his position and the placement of his works in the marketplace of early 

eighteenth-century print culture.  The fundamental work for the study of Pope's material texts in 

this marketplace is David Foxon's Pope and the Early Eighteenth-Century Book Trade (1991), 

which catalogues and chronicles Pope's printing practices throughout his career.  Foxon 
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discusses Pope's use of plates, frontispieces, initial capitals, and even his choice of paper, but he 

does not discuss the footnotes.  Foxon's focus is on the various parts of the finished book that 

would have been within the purview of the printer or bookseller, and how Pope became involved 

with them and took over the design and publication of his own works. 

James McLaverty builds upon Foxon's work in Pope, Print and Meaning (2001), examining 

Pope's printing practices across his career, noting that for Pope, print was "both a serious 

vocation and an elaborate game" (1), and that, "in reading Pope, print matters" (1).  According to 

McLaverty, this interest in the materiality of his texts and his position within the book trade 

enabled Pope to freely shape his public image in print, and "from 1717 onwards Pope was 

printing versions of himself" (12).  With regard to footnotes, McLaverty primarily examines 

Pope's use of them in his Dunciads and his Works of 1735.   

McLaverty describes the footnotes to the Variorum edition as a "talking bibliography" because 

they contain "the first bibliography of attacks on the Dunciad" (95). He notes the footnotes 

present "the business and background noise of contemporary publication" (95) while also 

recognizing that the notes are primarily fictionalized, misquoted or taken out of context.  He 

sorts the footnotes to The Dunciad Variorum into three main types: "notes that are drawn from 

Giles Jacob's Lives of the English Poets and other dictionaries; notes that quote Pope's opponents 

and their attacks on him (Theobald figures largely in these); and the notes of the official editor, 

Martinus Scriblerus" (95).  It is this collating of footnotes from other sources and the selective 

use of them that makes the footnotes belong entirely to Pope.  He is not merely providing outside 

commentary on his satire, but twisting that commentary to add to and illuminate the satire in the 

verse and this use of the material of other authors falls under Genette's classification of authorial 
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and actorial footnotes, as will be discussed more thoroughly later in chapters 3 and 4 of this 

dissertation. 

McLaverty also examines the footnotes to the Works of 1735 as part of his examination of all 

of Pope's annotations in the folio, quarto and octavo editions.  He catalogues the various 

annotations used by Pope over his career and, in doing so, he cites Genette's Paratexts as "a 

stimulating discussion," without examining how Pope's annotations fit into Genette's 

classifications and what that says about how they operate (209, fn1 209).  In some cases, 

McLaverty parallels my discussion of the footnotes to the works and in other cases he does not 

take the discussion far enough in his look at the effects of the footnotes.  I will endeavour to 

build upon his work on the footnotes in the 1735 Works and to relate his ideas to Genette's by 

examining the rhetorical effects of the footnotes in the relevant sections of later chapters. 

Another author who works with Pope's footnotes in terms of the material text is Janine 

Barchas, who writes of eighteenth-century paratext, primarily surrounding the eighteenth-century 

novel, in Graphic Design, Print Culture, and the Eighteenth-Century Novel (2003).  Given this 

focus, it is not surprising that she only mentions Pope in passing, but her discussion of his 

footnotes is only in terms of his criticism of Grub Street's footnoting practices in his Dunciads 

(9, 60–61, 209).  It is unfortunate though understandable given the focus of her work, that Pope's 

own use of footnotes is not mentioned too, to help place his criticism of footnotes in context, 

especially given her thorough treatment of other paratext in both the novel and other forms and 

Pope's use of footnotes from the start of his career. 

Katherine Mannheimer, in Print, Visuality and Gender in Eighteenth-Century Satire (2011), 

expands upon the work of Foxon and Barchas and argues that eighteenth-century satire – with its 

collected apparatus or paratext – performs "a kind of visual pedagogy on the reader," teaching 
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them how to read both the printed page and the outside world (1).  This verbal pedagogy is 

necessary because there is a shift in reading during this period from a performed act of reading to 

a visual act that examines the poem on the printed page.  Mannheimer argues, "only in the 

eighteenth century does print become divorced enough from the body, from the voice, and from 

the rhetorical that it enters the field of visual culture" (51), and, as a result of this, the early 

eighteenth-century literary marketplace operates under an "epistemology of empiricism" (22). 

Pope's and Swift's satires attempt to teach their readers to be aware of their own visual acts of 

reading.  Speaking of Pope's Sober Advice from Horace as an example of this visual pedagogy in 

action, she observes, "through such devices as footnoting, select capitalization, and strategic uses 

of contrast-typefaces, the apparatus thus serves to expose and scrutinize not only human bodies, 

but textual bodies – stripping and laying bare the texts it 'imitates,' the texts it caricatures, and, 

finally, its own textuality" (72).  She then further notes, "the visual machinery of the text leads 

the reader in an exploration of 'bad' and 'good' modes of looking and reading, nudging us toward 

the recognition that, despite empiricist ideals, 'truth' and 'meaning' do not always coincide" (72). 

Mannheimer sees Pope's Sober Advice and Dunciad, as well as Swift's Battle of the Books, 

operating as self-aware male gazes within the dangerous feminized milieu of a "newly market-

driven literary world" (96–99, 97).  In contrast to Pope and Swift's male gaze, Mannheimer 

shows Lady Mary Wortley Montagu's responses to their satires as a criticism of that satirical 

gaze – a criticism both grounded in earlier manuscript culture in the case of The Dean's 

Provocation for Writing the Lady's Dressing Room, (1734), and potentially reaching forward to a 

feminine, absorptive reading centred on the eighteenth-century novel in the case of Verses 

Address'd to the Imitator of the First Satire of the Second Book of Horace (1733) (136).  For 

Mannheimer, Swift and Pope's visual pedagogy is a rearguard action of a masculine, empirical 
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gaze faced with the arrival of a feminine, internalized practice of reading.  Her discussion of 

reading as a visual act is useful because it ties in well with Kenner and McLaverty's ideas of the 

printed page as a particular technological space that eighteenth-century print culture was learning 

to navigate – and that Pope was learning to deploy in the construction of his authorial self and his 

presentation of that self to posterity. 

The second area of research for this project involves Pope's construction of his authorial self.  

Though some of the earlier works listed here have examined his creation of an authorial presence 

in his verse and in his paratext, few authors have dealt with how he does so with his footnotes.  

Because the footnote can fluctuate between paratext and text, authors interested in the apparatus 

appear to overlook it in favour of clearer elements of paratext, such as textual apparatus like his 

frontispieces and prefaces while other authors overlook it as external to his verse. 

One author who does the latter is Scott Hess.  In Authoring the Self: Self-Representation, 

Authorship, and the Print Market in British Poetry from Pope through Wordsworth (2005), he 

examines Pope's creation of an authorial self in terms of the verse of his Epistle to Dr Arbuthnot 

and his Dunciads and shows how Pope's authorial self is tied into the "print culture contexts of 

authorship" in both poems in opposition to the Dunces of Grub Street (3).  He focuses on Pope's 

later career because, as he notes of McLaverty's work in Pope, Print and Meaning, in the final 

phase of Pope's career he "was involved during this phase in every aspect of print publication 

except working the actual presses, including 'advertisement, distribution and price-fixing'" (70) – 

a point also brought up earlier in Foxon.  For Hess, Pope's involvement in the book trade is 

central to his construction of an authorial self that is positioned both inside and outside that trade 

but I will argue that Pope was focussed on his position relative to early print culture throughout 

his career and that there is evidence of his attempts to control that position as early as 1709. 
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Like Hess, in "Dissecting the Authorial Body: Pope, Curll, and the Portrait of a 'Hack Writer'" 

(2000), Catherine Ingrassia also examines Pope's construction of his authorial self as a classical 

writer in opposition to the Hack Writer of Grub Street, which is another authorial construction of 

his Dunciads.  Ingrassia argues that Pope used the milieu of Grub Street, as the marketplace of 

early print culture, "within his own discursive configuration while benefitting from [its] cultural 

resonance" (150).  She also argues that Pope's relationship to his enemies in that marketplace, 

such as Edmund Curll, was "fundamentally symbiotic" (150).  Pope required the performative 

construction of the Hack Writer as an oppositional figure to his construction of himself as a 

"morally superior man" and the heir of Virgil and Horace (156).  Ingrassia also examines how 

both Pope and Curll discursively frame Pope's place in the market of early print culture in terms 

of masculine or feminine constructions: gentleman-poet or commercialized hack.  Pope's 

creation of himself as a gentleman-poet required discursive practices that relied on a "symbolic, 

rather than tangible, economy" (152), but that economy was tied to the practices of the 

marketplace and could be attacked by Curll with a feminized reconstruction of Pope's physical 

body (156).  This reconstruction of Pope by Curll would then culminate in Curll's use of Pope's 

head as his shop sign and as the frontispiece of his books (161–162).  A disembodied Pope 

would become the symbolic capital of his greatest opponent in Grub Street.  Having discussed 

this binary presentation of Pope in terms of masculine or feminine roles in the marketplace, 

Ingrassia concludes by pointing out the "binary reading of Pope as a subject," where modern 

critics either see Pope as "a besieged, morally superior poet writing for altruistic and often 

generous purposes" or as "embittered, spiteful, and malicious" (164–165).  She then suggests that 

neither of these versions of Pope reflect the reality of the man who "straddled the world of the 

elite and the popular," and resisted the cultural forces of print culture even as he profited from 
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that same print culture (165).  It is my hope that this dissertation, via an examination of Pope's 

footnoting practices, will help to illuminate the man who inhabited both realms within early print 

culture and his continual efforts to control his place within that milieu. 

Raymond Stephanson, in The Yard of Wit (2003), also deals with Pope's construction of his 

authorial persona in terms of masculinity and disembodiment in both his verse and his paratext: 

in this case, via the intersection of masculinity, physical endowment and wit in the literary milieu 

of early eighteenth-century London.  He argues, London print culture was, for Pope, "the cultural 

intersection of male sexuality, creativity, marketplace competition, and questions of literary 

value.  Pope's penis [if not his whole bodily image] and his wit were put in circulation as 

interchangeable commodities" (163).  Pope's own performance as author and wit gestures toward 

his anxiety concerning the public perception of his masculinity, for Pope envisions the City of 

London as effeminate and commercial, revealing a masculine anxiety at having to place his 

authorial self for sale.  For Pope, according to Stephanson, the city of London is a place where 

his disembodied authorial self is put on the market and left subject to the whims of readers 

lacking in taste and this disembodied authorial self is apparent in Pope's quotation from Ovid on 

the frontispiece of The Dunciad in Four Books: "Tandem Phoebus adest, morsusque inferre 

parantem / Congelat, et patulos, ut erant, indurat hiatus" (295).  This quotation, as noted within 

the notes to The Dunciad, is taken from Ovid's Metamorphoses XI 58–60 and represents the 

moment when Phoebus rescues Orpheus' disembodied head from the sands where the Maenads 

had left it after his murder.  Here, Stephanson observes, "at the end, he exists as the bodiless, 

decapitated, singing poet's head floating down the Hebrus, an unusual example of the 

displacement of sexuality to a world of art" (148).  And, as Stephanson points out, such a 

disembodied head is present on the frontispiece to The Dunciad in Four Books, in the form of an 
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illustration of Pope's bust.  So the first pieces of paratext in the later Dunciad reveal Pope's 

anxiety that will be played out within the text; in Stephanson's analysis, Pope will have to trade 

his sexuality for commercial success.  This example is one of the few times that Stephanson 

looks at the paratext surrounding Pope's verse.  He does not examine Pope's construction of his 

authorial self via footnotes to his verse, which seems strange given Pope's consistent use of 

footnotes, as well as other paratext, for that purpose. 

Helen Deutsch, in Resemblance & Disgrace, Alexander Pope and the Deformation of Culture 

(1996), is another author who examines Pope's struggle with his physical body and his position 

in the literary marketplace.  Like Stephanson, Deutsch finds Pope trading on his image in the 

unstable position of author in a literary marketplace. He does this, she contends, in terms of 

gender and the careful elision of his diseased body.  She argues that, for Pope, deformity and 

femininity have "an affinity based on a common love of beauty, and a common desire to author 

oneself" (39) and that part of Pope's authorship involves the careful and controlled presentation 

of his physical body.  She observes, "in a culture confounding of the visual with the textual, the 

market for Pope's poetry was inseparable from a thriving market for images of the poet" (19).  As 

a result of the public's desire for imagery of the poet and Pope's desire to hide his physical body 

and to "represent himself fully by literary imitation" (185), Deutsch remarks that Pope's image 

becomes "a collectable object; Pope himself both subject and object of curiosity" (63).  The 

image that Pope constructs through this literary imitation also presents his deformity as strength.  

For, as Deutsch observes, by the end of Pope's career, "Pope evolves from the faithful translator 

of Homer's heroic ideal to the heroic satirist rebel against that same Horatian propriety he has 

espoused, drawing 'the last Pen for freedom' (Dialogue II, 248) in the name of a virtue which 

only he embodies and of which his unnatural deformity is the mark" (174).  He stands apart from 
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his contemporaries due to both his physical body and his virtuous character – with the former 

being a marker for the latter. 

With regard to Pope's footnotes, Deutsch cites them in The Dunciads and his Horatian Satires 

where they amplify the points she is discussing in the verse.  For example, she examines the 

ending of The New Dunciad where the text ends prematurely on the couplet, "while the Great 

Mother bids Britannia sleep, / And pours her Spirit o'er the Land and Deep" (617–618).  The 

final footnote laments the loss of the remainder of the text and then observes Pope's injunction 

from The First Satire of the Second Book of Horace (1733): "Publish the present Age, but where 

the Text / Is Vice too high, reserve it for the next" (fn618, 39).  Deutsch observes that, as the 

final footnote "makes explicit, posterity is the ultimate judge of a series of aesthetic and moral 

distinctions that only the poet is capable of making" (176).  She recognizes the amplification that 

the footnotes are doing in these particular cases, but she does not examine them in detail or in 

places where she is not also examining the verse. 

These are all useful, informed approaches to Pope's construction of an authorial self, but they 

all focus on his ethical moves in his later poems, primarily his Dunciads, and overlook his 

careful work on his authorial persona throughout his career.  I will extend the ideas above to all 

of Pope's works, for I have found that he was shaping his authorial presence via his footnotes 

from the beginning of his career. 

A third, related area of investigation for this project is an examination of Pope's use of 

classical rhetoric in the construction of his authorial ethos via the footnotes.  Pope's creation of 

his ethos as a writer appears to be founded in Ciceronian or Aristotelian classical rhetoric 

because, as Wilbur Howell explains in Eighteenth-Century British Logic and Rhetoric (1971), 

the classical rhetoric taught in the early eighteenth century was based on Cicero's writings and 
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for the eighteenth-century writer as for "Cicero, grammar, rhetoric, and logic were the studies 

upon which all linguistic exchanges of ideas were based" (77).  It is this use of rhetoric as the 

foundation of communication and the rhetor as "a good man, skilled in speaking" that would 

have been familiar to Pope (Quintilian, The Institutio Oratoria 12.1.1, see also Cicero, De 

Oratore 2.20.85).7  It is from this familiarity that Pope develops his use of footnotes as appeals to 

ethos and pathos, for such an orator would have to be skilled in the use of these two appeals 

because they are the most important appeals for swaying an audience and are what distinguish 

the great orator from the lesser rhetoricians who focus solely on appeals to logic (Cicero 

2.42.178–2.44.189).  These two rhetorical appeals are related, according to Quintilian, for both 

ethos and pathos appeal to the audience's emotional state, but the appeal to ethos targets their 

gentler side and attempts to stir their recognition of "propriety of manners" whereas the appeal to 

pathos stirs their stronger passions – one appeal soothes the audience and the other excites them 

(Quintilian 6.2.9–10).  Pope's innovation here is to not the use of these two appeals to ethos and 

pathos in his verse, but the inclusion of both of these kinds of rhetorical appeals in the footnotes 

to the verse. 

This examination of his use of classical Roman rhetoric will do two things: it will place Pope's 

footnoting practices in a framework that rests on contemporary understandings of writing and 

performance from Pope's own literary milieu as well as more modern theoretical approaches, as 

discussed above, and it will allow for some discussion of authorial intention in the construction 

of Pope's authorial persona. 

                                                        
7 Howell notes, early eighteenth-century scholarship still largely included logic and performance 

as part of rhetorical studies, though there were competing schools of thought between the older 
Aristotelian and Ciceronian tradition of rhetoric and the Ramist separation of rhetoric and logic favoured 
by the Royal Society (75).  Additionally, from an early age, Pope viewed Cicero and Quintilian as "great 
authorities" on writing well, especially in regard to meter, rhyme and the caesura – or what could be 
characterized as delivery in written verse (Correspondence 1.24).	
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In an effort to understand such authorial intention in the construction of his authorial ethos, for 

this dissertation, I am concentrating on the footnotes in the first editions of all of Pope's works 

across his career because these editions contain the largest number of clearly authorial footnotes 

that most clearly show Pope's attempts to anticipate and guide reader response and to shape his 

authorial ethos.  Since these footnotes have been published before any public reaction to the 

work that they are part of, they are not a response to outside criticism but an attempt by Pope to 

control public perception of the initial publication of the work. 

In keeping with this approach, though I disagree with Genette in other areas, as discussed 

above, I do agree with his argument that the "delayed authorial notes" (330–331) of later editions 

serve a different function from footnotes in first editions.8  Since I wish to examine Pope's 

construction of an authorial ethos through this aspect of his paratext, it makes sense to focus on 

footnotes that can be clearly seen as authorial footnotes.  However, in some cases, I will also 

examine the delayed authorial footnotes from later editions where they provide significant 

insight into Pope's use of footnotes in the earlier, first editions or they show changes in his 

approach to either creating his authorial ethos – such as attempts to react to or answer criticism – 

or to deploy that ethos for other purposes.  Both of these cases are also areas where authorial 

footnotes or authorial control over allographic and actorial footnotes are present.  Additionally, 

other relevant scholarship on Pope will be discussed in each chapter where it is pertinent to his 

use of footnotes. 

                                                        
8	Genette is talking of delayed authorial footnotes to discursive texts rather than delayed footnotes 

to fictional texts like novels and poetry, which he discusses on pages 332–336 and sees as being one with 
original authorial footnotes to a fictional text because they are not part of the enunciative regime of the 
text.  However, as I have already adapted Genette's discussion of non-paratextual original authorial 
footnotes from only discursive texts to their appearance in Pope's verse as part of the enunciative regime 
of the printed page, I am also adapting Genette's differences between original and delayed authorial 
footnotes to the fictional text of Pope's poem.	
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This current, introductory, chapter has provided an introduction to Pope's use of footnotes as 

unique to his poetry, a review of the existing literature on Pope's footnotes, and the primary 

direction of this project.  Building upon this survey and review, Chapter 2 will extend the survey 

and build upon the work of Genette to construct my own taxonomy of Pope's footnotes 

throughout his works.  This taxonomy will catalogue the number, frequency, placement and 

types of footnotes used at various points in his career, from his early manuscript for An Essay on 

Criticism of 1709 to his The Dunciad in Four Books of 1743.  These footnotes will be compared 

and contrasted with some of Pope's footnotes in later editions, Warburton's footnotes from The 

New Dunciad of 1742, Pope's Works of 1744 and Warburton's edition of Pope's Works of 1751.  

This comparison will illustrate the differences between Pope's early, anticipatory notes and those 

of a later commentator – reinforcing Genette's argument for differences between early and 

delayed authorial footnotes.  I use "authorial" here for both Pope's later footnotes and some of 

Warburton's commentary because Pope wrote one set of footnotes and actively solicited and 

approved the other. 

Chapter 3 will focus on the footnotes from Pope's translations of Homer through to The 

Dunciad Variorum of 1729 and will show how Pope uses the types of footnotes presented in 

Chapter 2 rhetorically in order to understand Pope's intentions for these footnotes and to show 

further differences between Pope's early and later footnotes as well as between Pope's footnotes 

and Warburton's later footnotes to the same works.  By examining the rhetorical basis for Pope's 

footnotes, I hope to provide an alternative or supplementary taxonomy of his footnotes that will 

not only discuss the typography, the real or implied author, and the rhetorical nature of the 

footnotes, as Genette does, but also the rhetorical intention of the author in the use of such 
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footnotes and show how this taxonomy was primarily developed in his translations of Homer and 

reached its peak in The Dunciad Variorum with the Prolegomena of Scriblerus (1729). 

Chapter 4 will examine Pope's rhetorical use of footnotes in his later career from 1730 until his 

death to see how he constructed his authorial ethos throughout his career with an emphasis on the 

changing nature of this construction as his career progresses and the deployment of his authorial 

ethos for other purposes.  This chapter will extend the work of Ingrassia and Stephanson to show 

that Pope was actively constructing and controlling representation of his authorial persona from 

his very first publications, with an eye to positioning himself as a gentleman-poet and classical 

author for both current and later readers.  Again, the focus of this chapter will be on Pope's early 

editions of the poems from 1730 onward but will include footnotes from later editions of 1735, 

1744 and 1751 that illustrate changes in his construction of his authorial self. 

Chapter 5 will look at the differences between the footnotes in The Dunciad Variorum and The 

Dunciad in Four Books.  In doing so, this chapter will address the importance of his footnotes in 

the Variorum edition in relation to his verse and why we cannot read his verse without them, 

while the footnotes to the later Dunciad are not necessary for the verse itself.  Instead, the later 

footnotes work to build Pope's authorial ethos for posterity and this change in the importance of 

the footnotes to the verse between the two editions makes an argument for viewing each edition 

of The Dunciad as a distinct artifact from a particular time in Pope's career.   From Pope's point 

of view, we later readers should be reading The Dunciad in Four Books because it is intended for 

posterity but The Dunciad Variorum gives us a better understanding of Pope's own perceptions 

of his position in the literary marketplace of early London print culture. 
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Chapter 6 will provide a summary and conclusion concerning Pope's rhetorical practice of 

using footnotes across his career and then look forward to later writers whose use of footnotes 

may have been informed by Pope's techniques: Hayward, Sterne, Gibbon, Eliot and Nabokov.  

With all this in mind, it is time now to begin the examination of Pope's footnotes in material 

terms: as elements on the pages of his published poems. 
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Chapter 2 

Framing the Page: Endnotes, Footnotes and Glosses across Pope's Poems 

Modern readers of Pope who give thought to his footnotes are most familiar with his 

Dunciads.  Our first encounter with Pope's poetry is often that of Figure 2.1, where the massive 

footnotes on the first page of The Dunciad compete with and threaten to overwhelm the first two 

lines of his verse.  But the footnotes never manage to do so.  Instead, they lose and regain ground 

on the page, suggesting a struggle for our attention as Pope's verse, in the words of Hugh 

Kenner, "plunges majestically forward amid a strangely orderly babel of commentaries, assailed 

at random by every fly in Grub Street" (41).  This wonderful image of Pope's verse shrugging off 

the assailing commentaries as it marches into posterity is useful but it can lead us to overlook the 

necessity of the footnotes to the verse.  For, as James Sutherland points out, "the critical 

apparatus…is an essential part of the satire" (Introduction 19).  Though Kenner himself does not 

suggest this is not the case, the relationship between the footnotes and the verse across the pages 

of the poem is often ignored in favour of the verse as the sole subject of study.  However, this 

view of Pope's footnotes as unnecessary to or as separate satire to his verse is not consistent with 

his use of them over the whole of his career.  For Pope himself, the footnotes were an integral 

part of his poems and they were present in his works, with a few exceptions, from the manuscript 

of An Essay on Criticism (1711) to The Dunciad in Four Books of 1743. 

In this chapter I will review the frequency and placement of his footnotes across his career to 

provide a background for the discussion of these footnotes in later chapters.  Pope's use of 

footnotes within the technological space of the printed page of his texts can be divided into four 

periods: his early poems before his translations of Homer, his translations of Homer, The  
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Figure 2.1: The first page of Pope's Dunciad with Notes Variorum of 1729 (4°), from Alexander Pope's 

The Dunciad Variorum with the Prolegomena of Scriblerus, (London, 1729; Eighteenth Century 

Collections Online; Feb. 10th, 2013; Web).    
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Dunciad with Notes Variorum of 1729, and the post-1729 poems of his later career – including 

revised versions of some of his earlier works, The New Dunciad of 1742, The Dunciad in Four 

Books of 1743, and the revised version of his collected Works of 1744.  These four periods are 

helpful divisions for examining the physical and textual aspects of Pope's footnotes because his 

use of footnotes changed over the course of his career and his use of them falls into four major 

use cases that parallel these four time periods. 

As mentioned in Chapter 1, other critics have primarily concentrated on the footnotes in Pope's 

Dunciads, so I will begin with the footnotes around his Dunciad Variorum before moving on to 

his footnotes and endnotes in other works – though I will be discussing them in a non-

chronological order because I wish to show the connection between Pope's Dunciad footnotes 

and his earlier translations of Homer before examining his use of footnotes in his earlier and later 

poems.  This re-ordering of the four main periods may seem arbitrary and/or convoluted, but I 

am attempting to show the origin of the multi-voiced commentary of his Dunciad footnotes in 

his earlier translation of Homer's Iliad and how they differed from his initial, authorial footnotes 

in his pre-1715 poems before going on to look at the changes in his footnoting practices in his 

later, post-Dunciad career.  There is a consistent progression in Pope's use of footnotes (and 

endnotes) across his career and, by starting with the most well known of his footnotes, I will 

show that they arise out of his earlier work and that the rhetorical effects of the massed footnotes 

of the Dunciads are not out of place among the rest of his oeuvre.  

The Dunciads 

Pope certainly saw annotation as central to The Dunciad with Notes Variorum of 1729, for he 

planned the completed poem with the surrounding footnotes.  He labeled the early editions that 

lacked such commentary as "imperfect" editions even though The Dunciad of 1728 was the first 
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book where Pope had full control over all aspects of his "relationship with the book trade," 

including design and printing (Foxon 102).  Though he had control over design choices with his 

translations of Homer, it is only with his Dunciad that he "chooses his own printer and publisher 

and directs operations himself" (Foxon 102).  Given this control, the "imperfections" in The 

Dunciad in 1728 could only have been intentional, and it is interesting that this edition has 

minimal footnotes, including one asterisk without a corresponding footnote on the bottom of the 

page suggesting shoddy printing practices on the part of pirates and, as Sutherland notes, "the 

inference intended is that they were published without his consent" (xix).  This assertion of 

Pope's intention is also mentioned by Robert Kilburn Root, who observes, "the Dunciad of 1728 

was deliberately intended to be an 'imperfect' copy; and to further this design there is a glaring 

misprint in the very first word of the first line" (Introduction 12), a misprint that is echoed in the 

minimal but also misprinted footnotes.  Both the errors in the verse and the errors in the 

footnotes were issues that Pope addressed in the "corrected" version of The Dunciad with Notes 

Variorum of 1729, but the corrected and expanded footnotes would outweigh the corrections to 

the verse – further suggesting that the footnotes were an important part of Pope's vision for the 

poem. 

With the opening page of Book 1 of The Dunciad Variorum, as shown in the first quarto 

edition in Figure 2.1, Pope begins the annotations with successive footnotes by Lewis Theobald 

and Martinus Scriblerus that discuss the spelling of the title of the work.  These two notes 

foreground two of the three main counterpoint voices competing with Pope in the annotations. 

The first page also positions the counterpoint voices in relation to the verse itself, with the two 

long footnotes following each other below a single couplet of verse on each page.   This layout is 

significant because it gives the remarks and imitations a heavier visual weight on the page, in 
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contrast to the lesser space occupied by Pope's visually lighter verse, but the verse overcomes 

this assault of prose in later pages and gradually recovers an equal or greater area of the page for 

itself.  Page 2 of Book 1 (Figure 2.2) of the same edition shows a typical layout of the footnotes 

and verse in the poem, with the verse having recovered half of the page.  These footnotes are 

divided into two sections.  One section is labeled "Remarks" and gives the collected commentary 

of the critics of the poem keyed to the line numbers of the verse.  Another section is labeled 

"Imitations" and provides citations of the classical authors to which Pope is alluding, with 

varying numbers of remarks and imitations listed in the commentary of each page, but the 

majority of the footnotes are remarks.  The three books of the Dunciad Variorum contain, by my 

count, a total of 180 Remarks and 93 Imitations.  Of those 180 remarks, Pope's voice (as the 

voice of an unattributed editor) is present in 148 of these footnotes and only the remaining 32 

remarks are clearly attributed to other authors, though these authors are also presented alongside 

Pope in some of the footnotes with his voice.  Of the remaining authors, Martinus Scriblerus is 

the most prolific with 24 footnotes across the three books while the other nine contributors have 

fewer than 10 – for a total of 32 footnotes between them. 

These numbers of mine do not correlate with the listings provided by Pope in his "Index of the 

Authors of the Notes" as shown in Figure 2.3.  This index followed another "Index of Persons 

celebrated in this Poem" and preceded his Appendix, which included a further "Index of Things 

(including Authors) to be found in the Notes…"  This suggests that the "Index of the Authors of 

the Notes" has some other purpose than being a paratext that allows a superficial understanding 

of the material in the text as contemporary indexes often were – a practice that Pope complains 

about in Book I of The Dunciad because "Index-learning turns no student pale, / Yet holds the  
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Figure 2.2: The second page of Pope's Dunciad with Notes Variorum of 1729 (4°), from Alexander 

Pope's The Dunciad Variorum with the Prolegomena of Scriblerus, (London, 1729; Eighteenth Century 

Collections Online; Feb. 10th, 2013; Web). 
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Figure 2.3: "The Index of the Authors of the Notes" of The Dunciad Variorum of 1729 (4°), from 

Alexander Pope's The Dunciad Variorum with the Prolegomena of Scriblerus, (London, 1729; Eighteenth 

Century Collections Online; Feb. 10th, 2013; Web).    

. 
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 Eel of science by the Tail" (Roger D. Lund, "The Eel of Science: Index Learning, Scriblerian 

Satire, and the Rise of Information Culture" 20 and TE 5.1.233–234). 

As Patricia Carr Brückmann notes in A Manner of Correspondence: A Study of the Scriblerus 

Club, the indexes of The Dunciad Variorum are "apparently gratuitous" and the poem itself 

"discourages use of the index to this text" as an index (5, 120).  Instead, the paratext of the index 

should be read for its own satirical value.  Brückmann focusses on the "Index of Things 

(including Authors)" in her discussion and shows that the "process is far from random" in the 

design of the index (122).  Arguing that The Dunciad Variorum uses its technological space of 

the printed text to make an "insistent demand for active involvement of readers in the action" 

(100), she observes that some of the entries point Pope's readers "back to important notes we 

have probably missed because we read the poem as a story" even as the juxtaposition of entries 

in the index present their own narrative "that enlarges the major narrative, although not in a 

conventional narrative way" (122).  Her reading of the "Index of Things (including Authors)" as 

an additional narrative to the verse shows the index to have a purpose beyond allowing a reader 

to hold the knowledge of the poem by its tail.   

The "Index of the Authors of the Notes" also has a purpose beyond providing a minimal 

overview of the sources of the footnotes: to bury the true authorship of the footnotes.  Pope cites 

William Winstanley and Giles Jacob with their individual Lives of the Poets (1687 and 1719) as 

his largest collective contributors with 12 notes together, John Dennis as the next largest 

contributor with 11 notes, and several other contributors including Edmund Curll, John 

Oldmixon, James Ralph, and Theobald with 2–8 notes each, before listing "the learned Martinus 

Scriblerus, and others, passim" (176).  With this index listing, Pope has buried both his fictional 

Scriblerus and the other, real, authors whom he has appropriated into his work behind authors 
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who were only quoted by Pope or who were less-frequently appropriated in his commentary.  

Pope also buries his own authorship of the footnotes, preferring to attribute notes that were 

quoted and commented on by him as being wholly the product of the secondary authors that he 

has quoted.  Besides the number of citations given for each author, and the lack of the same for 

Scriblerus and the remaining authors, the visuals of the "Index of the Authors of the Notes" are 

weighted heavily toward Winstanley and Jacob because they top the list of authors, with Dennis 

and Theobald halfway down the list of contributors and Scriblerus and the rest buried in one line 

at the bottom, where Pope's own contributions are elided among the "others."  With Pope's 

participation as author of the notes hidden, these notes are to be read as allographic notes rather 

than authorial notes, which supports Kenner's view of the presentation of the notes on the page as 

adversarial to the verse and further disguises the actorial footnotes, (such as those of the 

fictionalized Bentley and Scriblerus) among the allographic ones.  The obfuscation of authorship 

caused by this index serves to substantiate the fiction of the Dunciad's commentary consisting of 

allographic footnotes from other authors, which both aids the satire's ridicule of those authors as 

ineffectual and builds up Pope's own authorial reputation as someone worthy of such extensive 

commentary.  

This commentary is atypical of Pope's other first-edition works outside of his Dunciads and his 

translations of Homer for this massed number of footnotes or endnotes to his verse and the 

rhetorical use of these footnotes are the result of his adaptation of the practice of annotation that 

he developed in his translation of The Iliad to his own verse, as I will show in the remainder of 

this chapter.9 

                                                        
9	I should note here that the later republication of his poems in Pope's collected Works of 1735, 

1744, and 1751 also had extensive commentary, but they were all published after he had developed this 
practice through his translations of Homer.	



38 

 

Pope's Post-Dunciad Poems 

That the Dunciads are atypical for the number of footnotes to the verse is shown by the 

distribution of footnotes across Pope's later works.  The first editions of Pope's post-Dunciad 

Variorum works contain 897 footnotes and suggest a continued heavy use of this type of 

annotation in his poems, but 597 of those footnotes are found in The New Dunciad of 1742 and 

The Dunciad in Four Books of 1743 (which includes the previous notes from The Dunciad 

Variorum and The New Dunciad).  This imbalance of footnotes between the Dunciads and the 

other post-1729 works shows that Pope, with the publication of Of Taste, An Epistle to the Right 

Honourable Richard Earl of Burlington in 1731, moves away from the overwhelming mass of 

footnotes present in his Homer translations and his Dunciad Variorum.  Instead, he presents to 

his reader what F. W Bateson in his general note on the text for TE 3-2 calls "a few short 

explanatory notes" (lv), though these footnotes are not solely explanatory, as I will show in 

chapter 4.  This minimal use of footnotes becomes a pattern in Pope's later works, for the average 

ratio of footnotes in these poems is less than one note per two pages of verse.  Only the first and 

second epistles of the Second Book of Horace break this pattern, due to Pope's decision to cite 

the verses translated in the footnotes instead of providing the Latin original on the facing page as 

he did with his other translations of Horace.  We do not reach the numbers of footnotes seen in 

The Dunciad Variorum until the publication of The New Dunciad in 1742, with its 127 footnotes 

across 45 pages, and this return to frequent footnotes is continued in his The Dunciad in Four 

Books of 1743 and his later collected works of 1744 and 1751.  In The Dunciad of 1743, Pope 

includes 470 footnotes, as 377 remarks and 93 imitations, across the four books with 158 of 

those remarks in the fourth book alone.  The Dunciads show a return to the overwhelming 
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footnotes of the Variorum edition of 1729, with an increased weight of footnotes in the fourth 

book, but they are not representative of Pope's other works in his later career. 

Though Pope's own footnotes in his post-Dunciad career were now minimal and appeared to 

be solely informational, his opponents among the dunces still parodied the vast collection of 

notes present in his Variorum edition.  In A Miscellany on Taste (1732), the authors provide 

excessive footnotes for their satirical reprinting of Pope's Epistle to Burlington.  These footnotes 

include one that argues the relevance of the title being Of Taste and not On Taste, echoing the 

first footnote to the Dunciad Variorum concerning the spelling of Dunc(e)iad.  Similarly, Lady 

Mary Wortley Montagu uses a footnote in her response to Pope's verse: Verses Address'd to the 

Imitator of the First Satire of the Second Book of Horace. By a Lady of 1733.  Montagu cites 

Pope's Of Taste when she writes of Pope, "if thou see'st a great and gen'rous Heart / Thy Bow is 

doubly bent to force a Dart" (36).  She appears to refer to Pope's attack on the aristocracy as 

mostly lacking in taste and sense, in contrast to the taste of his friend Lord Burlington.  In both 

of these cases, Pope's opponents are reacting to his previously published style of commentary 

and responding in kind, or "fighting the last war," while Pope goes on to alter his use of 

footnotes.  He reduces the number of footnotes in his post-Dunciad works and he even drops the 

use of footnotes in some of his works when he wishes to avow authorship.  This lack of footnotes 

in the anonymous versions of his own poems and the parodic footnotes in other authors' attacks 

on Pope suggest that footnotes were such an integral part of Pope's writing that they acted as a 

distinctive signature of his works. 

The footnotes in Pope's later works show him working to present his verse to a new audience.  

Maynard Mack observes of Pope's work in the early part of this period during the 1730s to 1744, 

"Pope was beginning to issue his poems in small octavo editions, where variant readings from 
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the manuscripts were frequently salted in among the footnotes," before going on to point out 

some discrepancies with this theory (Last and Greatest 19–20).  But Mack's overall point holds 

true, for Pope's footnotes at this time were shifting to serve this new audience because these 

octavo editions were meant for a more common and less-educated readership that James 

McLaverty calls "the general public" (210).  A point also made by Foxon, who suggests of 

Pope's retaining of italics in his octavo editions even as he shifts away from them in his 

classically-styled quarto and folio editions, "perhaps he felt that the vulgar needed help in 

reading his works correctly, or at least that they should have italics…as they would expect…" 

(196).  In a sense, by changing his footnoting practice to address a less-educated public, Pope 

was positioning his works for posterity because these readers could not be assumed to understand 

his references to contemporary persons or his allusions to classical texts.  He was presenting his 

own works within an explanatory framework, much as he presented Homer's works to the 

subscribers of his Iliad and Odyssey translations, though one that dealt with persons and places 

that might be obscured with time rather than with the poetic merit of the works.  The frequency 

of footnotes in these later works was lower than in his earlier translation of Homer but the 

deployment of explanatory footnotes served a similar purpose: to present Pope to his intended 

readers. 

Pope's Translations of Homer 

Having discussed The Dunciad and post-Dunciad footnoting practices that arise from Pope's 

translations of Homer, I will now take a look at the endnotes to his translation of Homer's Iliad.  

These endnotes represent the second phase of Pope's use of annotation after the footnotes in his 

early poems and before The Dunciad Variorum.   While Pope's own authorial endnotes make 

observations on his authorial intent and translation issues throughout the poem, the allographic 
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endnotes provide commentary on the "poetical beauties" of the poem.  His authorial endnotes 

begin prior to the first line of the translation, with Pope laying out the reasoning for his 

commentary on The Iliad.  He opens his observations with the comment, "It is something strange 

that of all the Commentators upon Homer, there is hardly one whose principal Design is to 

illustrate the Poetical Beauties of the Author" (Opening footnote TE 7.82).  Pope sets out to 

rectify this overlooked aspect of Homer's poem, for "The chief Design of the following Notes is 

to comment upon Homer as a Poet" (Opening footnote TE 7.83), and he does so by focusing the 

allographic endnotes on this issue. 

Pope makes observations on his own translation issues throughout the poem but Books I, II 

and XXIII have the most examples of these endnotes, with 33 of the 128 endnotes on his choices 

in editing the translation.  Pope discusses issues of word choice, interpretation, and particular 

choices that he made as an editor in areas that have controversial translations.  He says of the 

role of the translator, "It is not to be doubted that the Fire of the Poem is what a Translator 

should principally regard, as it is most likely to expire in his managing" (Preface to the Iliad, TE 

7.17–18).  This regard for the fire of the poem shows Pope's focus on the poem as a poem, as a 

text that would inspire and emotionally move its listeners or readers.  This concern for 

maintaining the spirit of the poem in the translation is present in his decisions as translator, for he 

works to maintain the exactness of his translation while focusing on maintaining the integrity of 

the poem.  For example, he states of his care in echoing Homer's use of "blameless Priest" (TE 

7.1.117) to describe Calchas, "the Reader may observe that care has not been wanting thro' this 

Translation to preserve those Epithets which are peculiar to the Author, whenever they receive 

any Beauty from the Circumstances about them: as this Blameless manifestly does in the present 

Passage" (fn117 TE 7.1.92).  Pope works to maintain the original wording of Homer's epithets 
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whenever that wording meshes with what he considers to be the poem's fire.  In this case, 

describing Calchas as blameless works double duty and describes him as both a devout priest and 

as a man willing to speak the truth to Agamemnon that his own actions concerning Chryses' 

daughter are the cause of the pestilence suffered by the Greeks – reinforcing the theme of the 

poem for its audience.  

But Pope also notes instances where his translation differs from other translations of Homer, as 

in his observations on his line that the Greeks "Are cleans'd, and cast th' Ablutions in the Main" 

(TE 7.1.413), before Ulysses and his crew sail to return Chruseïs to her home.  Pope writes, "all 

our former English Translations seem to have err'd in the Sense of this Line," before he goes on 

to argue that his interpretation of ablutions as the cleansing of the Greeks (rather than the 

disposal of offal in the sea) is correct and that, "the Sense appears to be as it is render'd here" 

(fn413 TE 7.1.107).  Pope clearly disagrees with the common translations of Homer having used 

base imagery in the poem and he makes choices to clean up the imagery here to keep it in line 

with the spirit of an epic poem, though he is equally willing to maintain a baser image when it 

suits the poem.  One such case is his earlier decision in Book I to present Chruseïs' "partaking" 

of rather than "making" Agamemnon's bed in opposition to the translations of Eustathius and 

Madame Dacier, who "insist very much upon [her actions] being taken in the [latter] Sense only, 

for fear of presenting a loose Idea to the Reader, and of offending against the Modesty of the 

Muse who is suppos'd to relate the Poem"  (fn41 TE 7.1.87–88).  Pope does not view 

Agamemnon's sexual use of his captives as being unwelcome in an epic poem.  



43 

 

His endnotes to these volumes are positioned as observations, a separate set of narratives on 

the original verse, and not as direct citations or footnotes on the verse.10  This positioning of the 

endnotes as separate, collected observations following each book of verse works well for the 

translation because the observations are too numerous to place below the relevant verses as 

ordinary footnotes without destroying the reader's ability to progress through the text (a problem 

made apparent by the Twickenham Edition's positioning of these notes at the bottom of the page 

below their own editorial footnotes, producing a text that forces the reader to struggle through 

the narratives of several competing authors).  The endnotes are also presented as being equally 

important as the verses of the translation, for they are collected in their own sections with 

separate title pages and pagination from the verses, and form additional books of commentary on 

the books of verse.  Edmund King observes of this positioning, in "Pope's 1723–25 Shakespear, 

Classical Editing, and Humanistic Reading Practices" (2008),  

Pope's "Observations" on Homer…are grouped at the back of each 
book. Set in smaller type than the poem itself, and given less 
ornate head and tailpieces, they draw on the writings of about two 
hundred authorities, although Dacier and the Byzantine scholiast 
Eustathius of Thessalonica are the scholars most often referred to. 
(5) 

 
Given their function as allographic notes, we can take Pope's citations of the various 

observations at face value. Though the exact authority used as the source for each observation, 

with a focus on Book IX, is the subject of Hans-Joachim Zimmermann's Alexander Popes Noten 

zu Homer (1966), for our purposes it is the presented sources that matter.  Pope presents 

                                                        
10 Separate from the observations, Pope also included occasional glosses in the right margin of the 

verse, such as explanations that the "Sister and the Wife of Jove" is Juno (I, 262) and "He that shakes the 
solid Earth so strong" refers to Neptune (I, 525).  But these only clarify some of the epithets when 
connected to an unclear pronoun, while the observations provide additional, added value to the reader's 
experience of the text. 
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particular authors performing particular roles, and these roles all add together to produce the 

apparatus surrounding the poem.   

Howard Weinbrot writes of this apparatus, composed of observations and essays on the poem, 

that Pope's Iliad "embodies amplitude" ("Annotating" 467).  David Hopkins lists the collected 

apparatus as, "a number of striking features which differentiated Pope's version from all that had 

preceded it" (61), while Mack calls the observations a "prose obbligato" to the poem and notes 

"three or four major points round which Pope's analysis turns" (TE 7.clxiv).  The observations 

are a major part of Pope's translation, given an almost equal weight to the verse as stand-alone 

sections and providing context and a learned commentary for both Pope's contemporary English 

reader and for posterity.  Given their own technological space as separate commentary from the 

narrative of the Iliad itself rather than being relegated to a space under the verse, the endnotes (as 

Weinbrot argues) "anchor and reflect a brilliant and learned young poet's maturing career" 

("Annotating" 460).  Pope provides an English translation of Homer that holds its value for later 

generations of readers and presents its editor and translator as being worthy of his placement as a 

great English poet. 

Unlike the footnotes of his Dunciads, the observations on the Iliad are not meant to interrupt 

the narrative.  Instead, Pope deploys the voices of the various authors of the observations as 

supportive commentators on the verses themselves.  The observations may be a counterpoint to 

the verse, but they are operating in support of that verse and he is deploying them in separate 

sections following each book to enhance his translation of Homer without detracting from the 

beauty of his poem.  Pope is careful to position these notes as endnotes, which do not interrupt 

his reader's enjoyment of the verse.  For the reader of Pope's Iliad translation, the serial reading 

of the poem is separate from the optional, but highly desired, reading of the commentary on 
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Homer that is provided by the observations that follow several themes.  The primary themes are 

Eustathius's observations on Homer's characters and characterizations, Dacier's on Homer's 

plotting and the religious analogies in the poem, Pope's comments undermining Dacier at various 

points in the notes, his comments on translation issues, and his observations on Homer's 

rhetorical techniques and the Longinian sublime.  Pope works to provide his reader with a 

commentary that is not present in earlier translations – one focussed on the poetical beauties of 

the poems – while also presenting himself as having read the previous translations.  He works to 

show both his diligence and his learning here, in what could be an effort to counter possible 

criticism of his ability to undertake the translation of Homer. 

As mentioned above, Pope states in his opening note to the Iliad, that he is setting out to show 

the poem's poetical beauties.  He later says of previous editors, translators and critics of Homer,  

"their Remarks are rather Philosophical, Historical, Geographical, Allegorical, or in short rather 

anything than Critical and Poetical" (TE 7.82), and yet he selects observations from them that are 

critical in nature, so the allographic observations in his work counteract his own statement even 

as they help to position him as providing something new in his own observations on the poetic 

beauty of Homer's work.  Pope announces his intention with these allographic endnotes is that, 

"the Remarks of the Ancients are generally set at length, and the Places cited…many which were 

not acknowledg'd by other Commentators, are restor'd to the true Owner; and the same Justice is 

shown to those who refus'd it to others" (TE 7.83).  However, this statement is somewhat 

disingenuous, for the last section suggests Pope to be correcting Madam Dacier's use of 

Eustathius in her own translation, while Pope is later charged by her as having done the same 

with her own notes in his own translation.  Regardless of the source of the individual allographic 

endnotes, Pope's collection of them into his observations provides a model reading of Homer's 
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poetics for his readers, for the commentators in these endnotes focus on the skill and justness of 

Homer's poetry. 

Though Eustathius's commentary had shortcomings, as referenced by Pope above in his 

statement on the lack of critical and poetic commentaries, he was willing to include Eustathius's 

notes as a significant part of his own collection of observations on the poem, with Eustathius's 

notes comprising thirty percent or 345 of the 1116 endnotes in Pope's Iliad.  Significant portions 

of these notes occur in four of the Books of the Iliad (Books IX, X, XI and Book XXIII), with 

127 of the 345 Eustathius notes in these four books.  These books comprise "The Embassy to 

Achilles, " "The Night-Adventure of Diomed and Ulysses," "The Third Battel [sic], and the Acts 

of Agamemnon," and "The Funeral of Patroclus."  It is not surprising that a third of his notes are 

in these four chapters because Pope only included those notes from Eustathius's work that 

commented on the rhetoric of various speeches and the characterizations of the heroes presented 

in the poem, so Eustathius served as a critical voice examining the characters of Homer's poem.  

Pope writes to William Broome in November 1714, in what George Sherburn calls "the first 

mention of the long labours of Broome on Eustathius" (fn3 Correspondence 1.266),11  

If you have leisure, and can engage, without failing me, to read 
over in order the commentaries of Eustathius, on the four first 
Iliads, and to place a mark upon all the notes which are purely 
critical, omitting the grammatical and geographical and allegorical 
ones, you will oblige me particularly by informing me. 
(Correspondence 1.266) 

 

                                                        
11 Broome was a Cambridge-educated divine who, along with John Ozell and William 

Oldisworth, translated Homer's Iliad into prose from the Greek for books 1 to 4 and from Madame 
Dacier's French prose edition for the remainder of the books.  He assisted Pope with his translations of 
Eustathius and Homer (Johnson 2.219).  In particular, Broome was responsible for several books and all 
of the endnotes of Pope's translation of the Odyssey where he caught "the style of his master so exactly, as 
almost to defy identification, and thus so annoying him as to earn a niche in The Dunciad" (Everyman's 
Dictionary of Literary Biography (1958) 81 and Johnson Lives of the English Poets (1779) 2.221).  
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In keeping with this request of Pope's, Broome contributed the notes credited to Eustathius and, 

according to Sherburn, Pope thanked him for his work in a letter dated 16th February 1718/19 

(Correspondence 2.3).  The letter does not directly thank Broome for the Eustathius translations, 

but Pope discusses both Broome's efforts on his behalf and the longed for end of his own work 

on Homer, so the thanks does appear to be related to the translations.  Pope also thanked Broome 

for "the larger part of the Extracts from Eustathius, together with several excellent Observations" 

in a note at the end of the observations on Book XXIV of the poem (Final footnote TE 8.577–

579), showing the Eustathius notes are not directly part of Pope's own work on his translation.  

Pope's request for Broome's help was made after the first volume of his translation was already 

in the proofing stage and Broome's first translations of Eustathius only arrived in Pope's hands 

after the volume was at the printers, so Broome's translations of Eustathius' observations are 

minimal for the first volume, with only nine notes attributed to him by Pope ("Pope to Broome" 

29th January and 10th February 1714/15, Correspondence 1.275–276 and fn1 1.276).  There are 

also suggestions that Parnell helped with the Eustathius translations, for Pope wrote to him on 

25th May or 1st June 1714,  

The minute I lost you Eustathius with nine hundred pages, and nine 
thousand Contractions of the Greek Character Arose to my View 
…Rush'd upon my Soul at once & whelmed me under a Fitt of the 
Head… (Correspondence 1.225) 

 
Parnell certainly assisted Pope with other aspects of the translation though, with Pope thanking 

Parnell for writing, "upon such Memoirs as I had collected," "An Essay on the Life, Writings, 

and Learning of Homer" for The Iliad (Final footnote TE 8.577–579). Sherburn states, citing a 

letter from Broome to Fenton on June 15th, 1728, Parnell was helping translate Eustathius before 

Broome and that Broome, at times, borrowed his own translations from Madame Dacier (fn1 
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Correspondence 1.270), which makes sense given his previous work on John Ozell's translation 

of Dacier's Iliad (1712).  Regardless of which man was translating which part of the Eustathius 

notes, Broome was the one publicly credited with providing them for the Iliad.  However, the 

focus on notes that were "purely critical," the overall placement of the notes and the inclusion of 

the individual notes from Eustathius in the final poem are the work of Pope.  As Mack notes, 

despite the help with his translation, "this body of commentary is a reflection of his own mind 

and art" (TE 8, Introduction clxiv) and can be viewed as an integral part of Pope's work.  It is 

Pope who presents Eustathius as the critic of Homer's characterizations of his heroes, so the 

allographic endnotes are somewhat authorial too. 

In contrast to Eustathius's focus on character and rhetoric, and despite the few notes by 

Eustathius concerning elements of the plot, Madame Dacier is given the primary role of 

commentator on the morality, the religious connections between Homer's deities and Christianity 

and the plot of the poem.  This role leaves her open to more criticism from Pope than Eustathius 

receives, for her religious comments are often anachronous and her commentary on the plot is 

often self-evident to an informed reader, like the intended audience of Pope's translation.  Of this 

disconnect between Dacier's endnotes and the others, Weinbrot writes in "Alexander Pope and 

Madame Dacier's Homer: Conjectures concerning Cardinal Dubois, Sir Luke Schaub, and 

Samuel Buckley" (1999), "[Pope] approached Homer as a poet and she approached him as a 

moralist, and so they sometimes disagreed; but he demonstrably regarded her as the eminent 

authority she deserved to be" ("Dacier's Homer" 1).  Pope does not draw on other comparisons of 

Homer to Scripture, a comparison that Weinbrot notes is "an interpretation basic to Madame 

Dacier's reading of Homer" ("Dacier's Homer" 13).  Instead, Pope leaves the commentary of her 

eminent authority to sit awkwardly beside a collection of scholars who focus on the rhetorical 
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and poetic beauties of the poem.12  Madame Dacier, as the most recent translator of Homer that 

Pope presents in his edition, is set up to portray the awkward guest who speaks out of turn about 

dull subjects.  Still, this positioning of Dacier among his commentators shows Pope does view 

her as an accepted authority, even if she is one he disagrees with in places, and it stands in 

marked contrast to Pope's elision of Ozell's and Broome's 1712 translation of Dacier's Iliad and 

Thomas Tickell's 1715 translation of Book I of the Iliad, for Pope includes neither Whig author 

in the commentary to his own translation. 

There are suggestions that Pope had help with the Dacier translations as he did with the ones 

from Eustathius.  Edmund Curll published Madam Dacier's Remarks Upon Mr. Pope's Account 

of Homer: Prefixed to His Translation of the Iliad. Made English from the French By Mr. 

Parnell in 1724 with the unknown translator listed as a T. Parnell and his written dedication to 

Sir Richard Steele referencing their past interactions.13  This pamphlet connects Thomas Parnell's 

name with Pope and Dacier and implies that Parnell had helped Pope with the original 

translations of Dacier's notes.  Though this publication could have been a government-sponsored 

attack on Pope ("Dacier's Homer" 23), it does not preclude Curll from taking his own shots at 

Pope as the opportunity was presented to him and the connection to Parnell as a translator further 

injures Pope by snidely alluding to the help he had with other translations besides the Greek – 

and, in 1724, having help from William Broome and Elijah Fenton with the entirety of his 

translation of The Odyssey (TE 7.xxxix and 7.xliii–xlvi).  Pope wrote to Parnell on July 6th, 1717, 

                                                        
12 I would like to note here, if I may be excused the pun, that Dacier's remarks in these 

commentaries appear to be a conflation of notes from both Madame Dacier and her husband.  In some 
cases Pope clearly refers to either M. Dacier or Madame Dacier but most of the endnotes are simply 
ended with a citation of "Dacier" and, in some cases, it is unclear which of them is being referenced 
without being familiar with both of their works.  The overall theme of the Dacier citations suggests a 
reading of Madame Dacier, but Pope uses material from both of them in the observations. 
	

13	Thomas Parnell died in Chester, on his way back to Ireland, in 1718.	
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"it is through your mediation that Homer is to be saved, – I mean my Homer, and if you could 

yet throw some hours away, rather upon me than him, in suggesting some remarks upon his 13th, 

14th, 15th, and 16th books, it would be charitable beyond expression..." (Correspondence 

1.415).  This letter is late enough that Broome should have been providing the Greek 

translations, so it suggests Parnell was helping with other translations for the later books – and 

could point to Parnell helping with the Dacier translation at that time. 

Like the endnotes attributed to Eustathius, the endnotes from Madame Dacier are sparse in the 

first volume of Pope's translation, with only 13 notes of hers included in the observations for that 

volume.  However, for Dacier, this trend continues throughout the translation with an average of 

only five endnotes from her per Book as compared to Eustathius' average of 14 per Book.  

Dacier's comments appear most frequently in Books IX, XVII, XIX, with 14, 10, and 9 

comments respectively for a total of 33 of her 115 comments or approximately 30% of her 

comments in the Iliad.  Though Weinbrot states of these notes, "Pope had made generous and 

generously acknowledged use of the notes to [Mme Dacier's] first edition (1711) for his own 

version's notes (1715–20)" ("Dacier's Homer" 1), her commentary is presented by Pope as being 

both minor in content and scope – suggesting he is trying to lessen the impact of her recent prose 

translation of the Iliad on his own translation.  By showing her commentary as being 

anachronous and boring Pope can provide a value-added contribution with his own observations, 

which provide his reader with a learned commentary that supports reading the poem for its poetic 

beauties and differentiates his translation from its most recent predecessor as well as from 

previous translations. 
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The Translation of The Odyssey 

The pattern of the observations established in Pope's translation of the Iliad would continue in 

his translation of The Odyssey, with Broome providing observations in the style of Pope's 

previous volumes.  The first observation on The Odyssey states, "We shall proceed in the same 

method thro' the course of these Annotations upon the Odyssey, as in those upon the Iliad; 

considering Homer chiefly as a Poet, endeavouring [sic] to make his beauties understood, and 

not to praise without a reason given" (Opening footnote TE 9.1.25–26).  Pope assigned the 

writing of the notes for all of the books to Broome and he appears to have closely followed the 

pattern of the Iliad translation.  He relies on Eustathius and Madame Dacier as his two primary 

co-commentators and provides commentary on the beauties of the poem as per Pope's stated 

method.  With no major changes to Pope's use of notes here, I will not discuss these observations 

further.  Instead, I will now turn to a discussion of the layout of footnotes in Pope's early poems 

because this idea of differentiating his translation from earlier authors is essential to 

understanding the paratext of Pope's early poems, for they reveal his anxiety over his place in the 

literary milieu of early eighteenth-century London and, what was to him, his future place among 

the great English poets.  

Pope's Early Poems  

The footnotes in Pope's early works are not as prevalent as they are in his post-Homer or post-

Dunciad works.  Pope's An Essay on Criticism has 13 footnotes in the 1711 edition and these are 

increased to 15 in the edition in his 1717 Works.  Though they are still limited in number, the 

addition of further footnotes suggests that Mack's observation that, "the typical Pope poem is a 

work-in-progress," holds true for Pope's paratext as well as his verse (General Introduction). For 

example, the first, three-canto version of The Rape of the Locke from 1712 contains 5 footnotes 
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while the later five-canto version of The Rape of the Lock expands these to 8 footnotes.  These 

are authorial footnotes that cite the sources of the allusions that Pope is using in the poem.  Of 

these early poems, An Essay on Criticism, "The Messiah," and "The Temple of Fame," contain 

the majority of the footnotes, with 48 of the 58 footnotes across the first editions of Pope's pre-

Homer poems, though this total is reduced to 43 of the 67 footnotes in the 1717 Works.  These 

three poems, along with the 1712 and 1714 versions of The Rape of the Lock and the 1713 

edition of Windsor Forest (with 9 footnotes in the 1715 edition and the 1717 Works), show us the 

breadth of Pope's use of footnotes before his translations of Homer. Other early works by Pope 

that contain footnotes are two of the poems that appear alongside The Rape of the Locke in 

Miscellaneous Poems and Translations, By Several Hands (1712): "To a Young Lady with the 

Works of Voiture" with one footnote, "The First Book of Statius, His Thebais" with two 

footnotes that are increased to four in the 1717 Works.  And finally, another early poem in the 

1717 edition of Pope's Works also contained a footnote: "To Mr. Jervas, with Fresnoy's Art of 

Painting." 

There are two groups of poems among Pope's early verse that do not have published footnotes.  

These are his Pastorals that were published in Tonson's Miscellany and some of the new, shorter 

poems that were published as part of the 1717 edition of his collected Works.  Pope did have 

footnotes in "An Essay on the Pastoral," which was present in his manuscript but was not 

included with the verses in the Miscellany.  Given their inclusion in a Miscellany that contained 

no other annotated works, it should be no surprise that Pope's poems were printed without either 

footnotes or the footnoted essay.  The surviving manuscript for the Pastorals, as presented in 

Mack's edited collection of Pope's manuscripts: The Last and Greatest Art: Some Unpublished 

Poetical Manuscripts of Alexander Pope (1984), shows footnotes in the prose as early as the first 
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page of this "Essay," where one can read via the footnote that, "the most ancient sort of Poetry 

was Pastoral" (1) and see that this refers to Fontenelle's Discourse of Pastorals" (note a) (24–25), 

but Pope does not present any footnotes in the verse itself.  If Mack is correct at placing this 

manuscript in 1704 (Last and Greatest Art 20), then Pope is shown to be using footnotes to 

support his arguments from the very beginning of his career and this practice is then extended to 

his verse for An Essay on Criticism in 1711. 

In his early poems, Pope also experiments with other forms of paratext for his annotations.  In 

"The Messiah," as presented in The Spectator of 1712, Pope provides 22 glosses that are later 

moved to footnotes in the 1717 Works edition (See Figures 2.4 and 2.5).  The Temple of Fame of 

1715 has 15 notes, but they are all endnotes following the verse.  These endnotes are then 

changed to 6 footnotes in the 1717 Works edition of the poem, as shown in Figure 2.6.  In both of 

these cases, Pope's experimentation with other styles of paratext is dropped in the 1717 edition of 

his Works.  He rationalizes the notes as footnotes for consistency across the various poems in his 

collected Works and, with the exception of his translations of Homer, he continues to use 

footnotes for his verse for the remainder of his career. 

As mentioned in chapter 1, Pope first used citations for the verse in his second published work: 

An Essay on Criticism (1711).  The citations are present in the 1709 manuscript that was used for 

printing, so the footnotes were part of the original writing process for the essay.  As previously 

stated in the introduction, given the timing of them, they are too early to be the response of a 

youthful poet to the attacks on his publication of his Pastorals in Tonson's Miscellany that year.  

Instead, they show Pope linking his works to the influence from the other poets, writers and 

critics that he was reading, corresponding with, or meeting in the early years of his career.  These 

footnotes are pre-emptive authorial notes that serve to place Pope in the realm of the learned  
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Figure 2.4: A sample from Pope's "The Messiah," as published in The Spectator, No. 378 of 1712, from 

(The Spectator, No. 378, 14 May 1712; Eighteenth Century Collections Online; Jan. 23rd, 2013; Web). 



55 

 

 

Figure 2.5: A sample from "The Messiah," as published in the 1717 Works, from Alexander Pope, The 

Works of Mr. Alexander Pope, (London, 1717; Eighteenth Century Collections Online; Dec. 20, 2010; 

Web). 
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Figure 2.6: A sample from "The Temple of Fame," in the 1717 Works, from Alexander Pope, The Works 

of Mr. Alexander Pope, (London, 1717; Eighteenth Century Collections Online; Dec. 20, 2010; Web). 
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writers of his time, or as George Sherburn in The Early Career of Alexander Pope (1934) 

suggests of Pope's early interactions with people like William Wycherley and William Walsh, 

"Pope with his limited education was naturally dazzled with the brave show of learning such men 

made, and he strove to emulate their fashionable air of erudition" (59).  One way in which he 

backed up his own air of erudition was through these supportive authorial notes. 

Pope's own self-published letters show a desire to present himself in his youth as possessing 

both learning and wit.  He also presented himself as being a young poet who was aware of the 

potential charge of being derivative and copying those who came before him.  Early in his career 

and before the publication of any of his poems, Pope asked guidance of Walsh on July 2nd 1706: 

Poets like Merchants, shou'd repay with some of their own what 
they take from others; not like Pyrates, make prize of all they meet.  
I desire you to tell me sincerely, if I have not stretch'd this License 
too far in these Pastorals? (Correspondence 1.20) 

 
Pope is referring here to styles of versification and not to direct plagiarism.  Walsh then replied 

to Pope's query in a letter of July 20th 1706, "the best of the modern Poets in all Languages, are 

those that have the nearest copied the Ancients" (Correspondence 1.20).  The art of borrowing 

and rewriting passages from another author is an accepted practice in Pope's time that dates back 

to the Classical writers.  Such borrowings or parallels are allusions to one's sources rather than 

plagiarism and need not be explicitly stated, for readers with appropriate learning would 

recognize the passages alluded to and admire the skill of the poet in reframing them.  But, 

despite such practices not needing citations, Pope uses footnotes with most of his works from 

1711 onwards.  These notes are not explicitly citations, as a modern academic would use, but 

something else; in the beginning the footnotes were used to point out the allusions in Pope's 
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verse and to reinforce his presentation of himself as possessing the learning and wit he desired to 

present to his audience.   

The notes are not defensive in nature because Pope's first published pieces in Tonson's 

Miscellany of 1709 were initially well received, at least by the general populace and the usual 

collection of critics and wits, according to Wycherley.  He wrote Pope from London on May 17th 

1709, "But hitherto, your Miscellanys, [sic] have safely run the Gantlet [sic], through all the 

Coffee-houses" (Correspondence 1.59).  Criticism of the Pastorals seems to have only come later 

by omission, for Pope's poems did not receive as much recognition as those by Ambrose Philips 

in the same volume (Fineman, "The Motivations of Pope's Guardian 40" 27–28, Sherburn 117–

121). The famous series of essays by Thomas Tickell in the Guardian that culminated in Pope's 

response in Guardian 40 that his poems were not Pastorals but something better were written in 

1713 and post-date the publication of An Essay on Criticism and other works (Sherburn 118).  

Criticism of Pope only begins in earnest with Dennis' attack on the Essay in 1711, post-

publication of both the Pastorals, An Essay on Criticism, and Pope's first use of footnotes. 

The footnotes present in the first edition of An Essay on Criticism are Latin quotations from 

Pliny, Cicero, and Quintilian and citations of Ben Jonson, Dryden, and M. Hieronymus Vida.  

The classical quotations support the critical position that Pope is taking and the citations of later 

authors point out the allusions that he is making to authors that Pope wishes to be publicly 

identified with, though they are not necessarily all of the authors that Pope alludes to in the 

Essay.  For, as Schmitz observes, of the 18 footnotes in the manuscript of the Essay, "eleven of 

the notes are quotations from Quintilian, two are from Cicero, two from Petronius, and one each 

from Pliny, Persius, and Vida" (3).  But this distribution of citations is misleading, as Schmitz 

goes on to explain,  
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Except for the heavy dependence on Quintilian, the footnotes 
prove, however, a false image of Pope's ingathering for the Essay.  
The image was perhaps what Pope wished to present, but Pope's 
actual reading and selecting is far more extensive and is better 
represented by the hundreds of parallels cited in the Audra-
Williams footnotes [in the Twickenham Edition].  These show that 
Pope's critical ship was ballasted chiefly by gatherings from 
Horace and Quintilian among the ancients, by Vida from the 
Renaissance, and by Dryden, Cowley, Roscommon, and Boileau 
among the moderns, with parallels from Dryden far outnumbering 
the others. (3) 
 

The footnotes themselves also serve as another loose parallel to Dryden, who quoted from 

classical writers in support of his arguments in An Essay of Dramatick Poesie (1668).  Pope 

moves the supporting statements from the style of in-line quotations in Dryden's prose essay to 

footnotes that do not disrupt the couplets of his verse essay.  Though he shows a debt to Dryden 

in both his use of citations and in his choice of allusions in his own Essay, Pope presents a 

different, more desirable debt to his reader that downplays his actual debt in favour of one that is 

more ancient. 

Pope's Latin quotations serve as supporting, explanatory footnotes for the assertions he makes 

in his verses, enabling his readership to see the classical positions on poetry that he is restating in 

verse, but they are not direct citations (see Figure 2.7).  In most cases, they are loose quotations 

and/or quotations that shift between editions of the Essay.  For example, the footnotes in the 

manuscript copy of An Essay on Criticism include two that were crossed out in the proofing 

stage and not printed in the 1711 edition.  The line, "So by false Learning is good Sense defac'd" 

(25), has two footnotes.  The first one, "Plus sine doctrina prudentia, quam sine prudentia valet 

doctrina.  Quint.," is crossed out in the manuscript but re-included in the Essay in the 1744-1751 

editions (fn25 TE 1.241 and Schmitz 14–15), while the second one, "Adolescentulos existimo in 

scholis stultissimos fieri, qui nil ex his quae in usu habemus, aut audient, aut vident. Petronius."  
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Figure 2.7: A sample page from the first edition of An Essay on Criticism of 1711 (4°), from Alexander 

Pope, An Essay on Criticism, (London, 1711; Eighteenth Century Collections Online; Jan. 23rd, 2013; 

Web). 
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is crossed out and never printed (fn25 TE 1.241 and Schmitz 14–15).  The malleability of these 

citations, with both being removed at the proofing stage and one being reinserted in a much later 

edition, suggests that the footnotes were not crucial to the reader's understanding of the verse.  

Instead, they are present simply to reinforce the reader's opinion of Pope's own readings, much as 

contemporary articles on critical theory use footnotes to present the author as being part of a 

"collective voice of similarly educated authors" (Stevens, Anne H and Jay Williams, The 

Footnote, in Theory 211) rather than illuminating particular points in the text.  Again, they are a 

way for Pope to present himself as having the desired learning and wit to write on the subjects of 

poetry and criticism.  Schmitz makes this point when he states of Pope's careful editing of the 

essay proofs, as evidenced in the surviving manuscript, that Pope desired, "the Essay on 

Criticism should have every possible advantage from the visual impression which type could 

make.  The Essay was, we should remember, his first independently published work" (15–16).  

For Pope, the footnotes are another way to provide "every possible advantage" to his text by 

openly positioning him beside other great authors in the classical tradition of the Ancients, as 

opposed to the Whig Moderns of his time. 

Additional footnotes similar in purpose to the original citations were also added to later 

editions, such as the citation of Virgil's Sixth Eclogue on line 130 of the 1713 Second Edition of 

the Essay (fn130 TE 1.254) or his added note for Dionysius identifying him as Dionysius of 

Halicarnassus in the Second Edition, when the couplet "See * Dionysius Homer's Thoughts 

refine, / And call new Beauties forth from ev'ry Line!" (Pope, Essay 33, 1713) is added following 

"Nor suffers Horace more in wrong Translations / By Wits, than Criticks in as wrong 

Quotations" (Pope, Essay 38, 1711).  In keeping with the explicit reference to Dionysius, Pope 
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continued to edit his comment on M. Hieronymus Vida in later editions, suggesting he thought 

his reference to Vida required explanation to his readers.  The citation of Vida is originally "an 

excellent Latin Poet, who writ an Art of poetry in Verse" (fn705 1711), but it is later expanded to 

add that Vida is "of Cremona" and that "He flourished in the time of Leo the Tenth" from 1713 

onward.  The expanded note gives the reader a more detailed placing of Vida in both time and 

place, which shows Pope did not expect his readership after 1713 to necessarily understand who 

Vida was (fn705 TE 1.320).  

Pope also presents a shift in the use of footnotes in later editions of the Essay, with new 

footnotes showing Pope inserting additional couplets between existing lines in the Essay, 

couplets that existed in the 1709 manuscript but were crossed out in the manuscript copy and 

removed before publication in 1711 (1709 38–39).  For example, in the 1736 edition of The 

Works of Alexander Pope, Esq, Pope restores a six-line passage attacking Zoilus and Perrault to 

follow his couplet stating "Without all these at once before your eyes, / Cavil you may, but never 

criticize" (123, 1736).  This couplet, though present in the 1709 manuscript, is first published in 

the 1736 edition and continues to be included as a footnote in later editions.  Similar sections are 

added after lines 225, 447, 623, 648, and 690, which are all verse sections supporting the 

statements made in the preceding couplets and their reinsertion as notes rather than in the main 

body of the poem makes these authorial footnotes act as secondary poetic voices speaking in 

support of the main text.  For the passage on Zoilus and Perrault is preceded by Pope's assertion 

to know "well each ANCIENT'S proper Character / His Fable, Subject, Scope in ev'ry Page" 

(119–120); for if such precepts were followed, Zoilus and Perrault would not have been known 

as the failed critics they are to those following the Ancients.  Similarly, the couplets ending the 

section on the dangers of applying wit "To one small Sect" (397), where "...the current Folly 
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proves the ready Wit, / And Authors think their Reputation safe, / which lives as long as Fools 

are pleas'd to Laugh (449–451), is preceded by a long, digressive supporting passage on the loss 

of true rhyming clowns with their use of anagrams, acrostics, and puns" (fn447 TE 1.289).  

Similar examples exist at lines 623, 648, and 690, though the section at 623 has the couplets 

from the 1709 manuscript reversed in the 1736 edition and the removal of "Vain Wits and Critics 

were no more allow'd, / When none but Saints had License to be proud" (fn690 TE 1.317) 

appears to be a case of removing the potentially inflaming comment on saints as unnecessary 

given the reference to monks and the lack of learning in the Dark Age Church.  In fact, all of 

these examples were unnecessary to the points that Pope was making and the sections were 

removed in the proofing manuscript of 1709.  The return of these sections in the footnotes of the 

1736 Works is likely a case of Pope showcasing passages from his youthful, early writings, for 

the 1736 edition's title page for the essay asserts that the essay was "Written in the Year 1709" 

(Works Vol. I).  Pope is reinforcing his authorial ethos by highlighting his youthful abilities as a 

poet for his contemporary readers and providing proof of his development as a poet for readers 

who were less familiar with his work, such as those readers who might not have purchased his 

poems before the publication of the 1736 octavo edition of his Works that McLaverty calls 

"Pope's first edition for the general public" or Pope's intended readers in posterity (Pope, Print 

and Meaning 210). 

In keeping with this idea of writing for a more general audience, whether contemporary 

readers or posterity, Pope also included footnotes with some variant readings that, according to 

Helene Koon in "Pope's First Editors" (1971), were due to the influence of the Richardsons on 

Pope's editorial practices because "the Richardsons worked on the first edition of Pope's poems 

in which the technique of giving the variants from earlier editions and unpublished manuscripts 
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was practiced" (27).  This is not to suggest that Pope wasn't involved in the process but that the 

originating idea would have come from the Richardsons, for she argues "Pope must have 

approved the idea, but the original spark would seem to have come from his old friends" (27).  

This presentation of variant readings echoes the Richardsons' careful work on their own 

Explanatory Notes and Remarks on Milton's "Paradise Lost" (1734) (Koon 21), and its adoption 

in his 1735 Works was another ethical move on Pope's part to present his work as worthy of such 

editorial footnotes – particularly when such footnotes in Pope's verse originate with other 

authors, as they would when Warburton became involved with Pope. 

With the 1735 Works Vol. II and the 1736 octavo editions of his Works, Pope moves beyond 

the precocious publication of his Works Vol. I in 1717 and presents himself as an English poet 

for posterity.   Most variant readings went unremarked by Pope, so it seems strange that he 

would have included some but not all of his changes to the text over time as footnotes if he did 

not intend to highlight those particular edits as a way for us, as R H Griffith notes in "Pope 

Editing Pope" (1944), to see how Pope's "ideas can be compelled to a greater clarity and 

accuracy…[to]…better convey them with grade and speed and precision into the reader's mind" 

(5) 

 In these variant readings, Pope is showing editorial choices he made over several editions of 

the text, such as the section at 225 above, where Pope's changes tighten up his metaphor in the 

published editions, or line 683 where he changed "All was Believ'd, but nothing understood" 

(1711) to "Much was Believ'd, but little understood" (1712 onward), in later editions.  This 

variant reading is noted in the 1736 and 1743 Works.  Pope had softened his stance toward the 

fall of learning with the fall of Rome after 1711, and straightened out the metre or numbers of 

the line with a change that Griffith sees as improving "factual rigor", but he made note of his 
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earlier version of the line as a variant reading in the later editions of his collected works (n692 

49).   

Leaving discussion of Pope's later Works for the time being and returning to his earlier poems, 

in the case of "The Messiah" (1712), Pope's initial 22 glosses or footnotes highlight the 

connection between his imitation of Virgil's Fourth Eclogue and The Book of Isaiah.  Twelve of 

the 24 allusions are taken from the Douai-Rheims Bible while the rest could be taken from either 

the Douai-Rheims or the Authorized Version, which suggests that Pope was using the Douai-

Rheims Bible as his source because none of the cited passages use language that is specific to the 

Authorized Version.14  The first citation of "The Messiah" ties the couplet, "From Jesse's Root 

behold a Branch arise, / Whose sacred Flow'r with Fragrance fills the Skies," to Chapter 11, 

verse 1 of the Douai-Rheims Isaie, which reads, "And a rod shal come forth of the roote of Jesse, 

and a flowre shal rise up out of his roote" (Ch 11, v. 1).  The Cambridge version reads, "ANd 

[sic] there shall come forth a rod out of the stem of Jesse, and a branch shall grow out of his 

roots" (Isaiah Ch. 11, v. 1).  Pope's choice of the Douai-Rheims's "flowre shall rise up" echoes 

the eclogue's "promises of Spring" (Dryden, "The Fourth Eclogue.  POLLIO.  Englished by Mr. 

Dryden" 23), and connects his poem to both the eclogue and the Biblical verse. Additionally, 

Pope's use of "dew" in line 13 from the Douai-Rheims version's, "Droppe dew ye heavens from 

above, and let the clouds rayne the just" (Isaie 45, v. 8), also suggests spring and links the 

allusion to the eclogue and Isaie.   

With the use of "Basilisk" instead of "viper," Pope again straddles both versions of the verse, 

echoing the sense of viper and the sound of "basiliscus."  The Douai-Rheims version references 

both at 30:6, where the Jews like the "the viper and the flying basiliscus carying [sic] their riches 
                                                        

14 I have listed 22 glosses and 24 allusions because two of the glosses contain two references to 
the Book of Isaiah. 
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upon the shoulders of beasts" (30:6) travel to Egypt for counsel and aid.  Pope uses both animals 

in his poem, for "The smiling Infant in his Hand shall take / The crested Basilisk and speckled 

Snake" (81–82), bridging both translations of the Bible and linking his poem to Virgil's eclogue 

where the combined reptiles of the "Serpents [sic] Brood shall die" (Dryden 28).  The focus on 

the Douai-Rheims Bible may reflect Pope's familiarity with it as a Catholic, but the phrases and 

words that Pope chose also tie his poem more closely to Virgil's eclogue.  For the passages 

specifically alluding to the Douay-Rheims Bible instead of the Authorized Bible, Pope seems to 

have chosen phrasings that fit more closely with the overall theme of his poem and his desire to 

link the Book of Isaiah with the Fourth Eclogue.15   

Unlike the allusions using the language from the Douai-Rheims Bible, which strengthen "The 

Messiah"'s connection to Virgil's eclogue, the glosses and the later footnotes reinforce "The 

Messiah"'s connection to The Book of Isaiah in the Authorized Bible, the one most familiar to 

the nominally Anglican majority of English readers, even as the lines that they serve as citations 

for reference the Douai-Rheims Bible and reinforce the poem's connection to Virgil. 

Additionally, the citation style of Pope's poem in The Spectator mirrors the scholia of some 

editions of the Authorized Bible, with the marginal comments primarily limited to citations of 

chapter and verse, rather than the more extensive commentaries of the scholia in the Douay-

Rheims Bible.  The later citations in the 1717 and 1736 Works further connect Pope's poem to 

the Authorized Bible, for the added footnotes giving citations from the Book of Isaiah are taken 

from the Authorized Bible and not the Douai-Rheims. In contrast to the wordings of the allusions 

in the poem, these additional citations give the wording of the Authorized Bible and reinforce the 

                                                        
15 As Audra and Williams observe, there was a long tradition of reading the Fourth Eclogue "even 

in the early days of Christianity, and among others with St Augustine, for a poem of divine inspiration 
heralding the coming of the Messiah" (TE 1.101). 
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link between the poem and the Book of Isaiah for an audience that may not have readily 

recognized the allusions.  The results of this disconnect between the allusions and the footnotes 

may appear to have them working at crossed purposes but the footnotes are not meant to cite 

Pope's sources as much as they are meant to reinforce the connection between the Book of Isaiah 

and Virgil's Fourth Eclogue.  Pope's choice of the Douai-Rheims phrasing in his verse makes for 

a stronger allusion to Virgil while his choice of the Authorized Version for the footnoted 

citations makes for a stronger connection between his poem and the Book of Isaiah most familiar 

to the majority of his readers and the net effect is to directly link the two sources of his poem. 

Pope's next publication also had citations that operated on additional levels like those in "The 

Messiah."  While the footnotes of the first versions of The Rape of The Locke in 1712 and The 

Rape of the Lock in 1714 may appear to a modern reader to be an effort to clarify classical 

allusions for the implied readership of Arabella Fermor and her friends who, as women, may not 

have had the education to follow Pope's allusions to Homer, Ovid and Milton (a reading present 

in current undergrad classrooms), in practice, these citations worked to reinforce Pope's 

connections to classical authors.  The footnotes have a purpose beyond the scope of his satirical 

poem for Bella Fermor and Lord Petre and carry Pope's past footnoting practices of citing his 

allusions to classical poetry into a more contemporary mock epic while tying that poem back to 

specific works of the past and reinforcing its grounding in the epic genre.  The footnotes in The 

Rape of the Lock were increased in subsequent editions, with a new citation to Milton in the 

added material and further citations to Homer for allusions that had passed uncited in previous 

editions.  These added citations may merely represent an increased thoroughness on the part of 

Pope for, once embarking on citations, he may have wished to correct the citation of overlooked 

allusions to other authors he wished to be associated with.  In keeping with the idea that Pope is 
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reinforcing the poem's connection to epic poetry, the 1712 edition of The Rape of the Locke 

contains citations to Ovid, Homer and Ariosto.  These citations refer the reader to these authors, 

suggesting related passages.  The first footnote on line 103 of the first Canto tells the reader to 

see Ovid's Metamorphoses Book 8 to recall "Scylla's fate" (fn103 TE 2.130).  The second 

footnote connects Lord Petre's oath in Canto II, "But by this Lock, this Sacred Lock I swear" 

(51), with the Iliad, noting this oath is "in allusion to Achilles's Oath in Homer, II, I" (fn51 TE 

2.133).  Both of these citations are somewhat tentative, referring the reader to sections of the 

classical works that are alluded to here, and suggesting they make their own connection between 

the works alluded to and The Rape of the Locke.  Similar footnotes address the lines "So when 

bold Homer makes the Gods engage" (Canto 2.104) and "Now Jove suspends his golden Scales 

in Air," (Canto 2.126) with respective citations to Homer. Il. 20 (fn104 TE 2.135) and to see 

Homer Il. 22 and Virgil. Aen. 12. (fn126 TE 2.135).  The only footnote that breaks this pattern of 

suggesting classical works for the allusions in the poem is the final footnote, where Pope links 

line 159 of Canto II ("Since all that Man e'er lost, is treasur'd there") with a recommendation to 

see Ariosto, Canto 34 (fn159 TE 2.136).  Perhaps this citation is an allusion to Ariosto's practice 

of making narrative comments to his reader, breaking the fourth wall between the author and the 

reader, a practice that operates similarly to the footnote in allowing the author a voice to directly 

address his reader but it is also a footnote that explicitly connects Pope's mock epic to the wry 

humour of Ariosto.  There is one "overlooked" citation in the 1712 two-canto version of The 

Rape of the Locke that is footnoted in all of the later five-canto versions from 1714 onward and 

that is Sir Fopling's last words when Thalestris slays him with her glance: "Those eyes are made 

so killing — was his last" (Canto 2.119).  There is no footnote here, as there is in later editions, 

linking this line with "A Song in the Opera of Camilla" (fn64 TE 2.205).  It seems that the 
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connection to Sir Fopling Flutter of Etherege's Man of Mode was enough of an allusion at first 

for both Pope's intended and implied audiences.  The citations of Homer in the poem show Pope 

having read and absorbed his Homer, as he himself notes (A Life 44–45), but they also serve to 

explicitly link his mock epic with the Iliad.   Though the genre of the mock epic links the poem 

to past epics, Pope is careful to show a clearer connection between the allusions in his mock epic 

and Homer.  From 1714 on, Pope relocated the existing citations and added three additional 

citations with the new material of the three added cantos. These new citations were the citation 

of Camilla mentioned above, a further citation to Homer, and a citation to Milton's Paradise 

Lost.  With the addition of Milton, Pope connects his poem to the ultimate English epic poem 

and not just back to the classical epics of Homer and Virgil.  Pope would make similar 

connections to famous English poets in his 1713 poem Windsor-Forest. 

He did so by providing his reader with footnotes in the first edition of Windsor-Forest.  To the 

Right Honourable George Lord Lansdowne (1713).  Pope notes the "Savage Laws" (45) that 

prey on the land are "The Forest Laws" (fn45 TE 1.153) and the "Fields ravish'd from the 

industrious Swains" (65) alludes to "the New Forest and the Tyrannies exercis'd there by 

William the First" (fn65 TE 1.155).  He identifies the "second Hope" (81) lying dead as 

"Richard, second Son of William the Conqueror" (fn81 TE 1.158) and the silver stream that 

bears the hapless virgin's name (204–207) as "The River Loddon" (fn207 TE 1.168).  Pope 

clarifies, "There the last Numbers flow'd from Cowley's Tongue" (272) because "Mr Cowley 

died at Chertsey on the Borders of the Forest, and was from thence convey'd to Westminster" 

(fn272 TE 1.173), the Surrey who "felt the sacred Rage" (291) was "Henry Howard E. of Surrey, 

one of the first Refiners of English Poetry; famous in the Time of Henry the VIIIth for his 

Sonnets, the Scene of many of which is laid at Windsor" (fn291 TE 1.175), the Edward whose 
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acts adorned the forest's "shining Page" (303) is "Edward III. born here" (fn303 TE 1.177), the 

"Ill-fated Henry" (311) is "Henry VI" (fn311 TE 1.179), and the once-fear'd Edward" (314) is 

"Edward IV" (fn314 TE 1.179).  In all of these examples, Pope simply explains his localized 

allusions for his audience but in two of the examples, the citations referring to Abraham Cowley 

and the Earl of Surrey, Pope also positions himself as another English poet who is related to 

Windsor Forest – and, with the mention of Cowley, as another poet who uses citations (see 

Figure 2.8 for the footnote to Surrey).  And with the citations referring to either Royalty or 

famous Poets, Pope equates those poets, and himself, with the Royalty associated with Windsor 

Forest.  Cowley is a particularly interesting poet for Pope to associate himself with, for he was 

the first English poet to use notes in his own original work (Zerby 46–49).  Cowley used 

endnotes in his Davideis, A Sacred Poem of the Troubles of David.  In Four Books (1656), which 

included extensive notes collected after each book, imitating the translations of earlier, classical 

poets such as Homer and Virgil.  Pope would emulate this practice of providing endnotes to his 

own original work in his own poem published during the beginning of his work on his translation 

of the Iliad: The Temple of Fame. 

The Temple of Fame, first published in 1715, was printed with extensive endnotes that 

mirrored Pope's treatment of his translation of the Iliad, where he provided endnotes for his verse 

in each book while providing footnotes for the Preface and the opening "An Essay on Homer," 

which was published that same year.  The endnotes for The Temple of Fame provide the reader 

with information concerning Pope's choice of races and persons named in the poem while the 

Advertisement serves as the citation for the source of the adaptation, noting, "the Hint of the 

following piece was taken from Chaucer's House of Fame.  The Design is in a manner entirely 

alter'd...Yet I could not suffer it to be printed without this Acknowledgement, or think a 
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Concealment of this Nature the less unfair for being common" (Advertisement). The endnotes 

profess to explain the allegory present in the poem, but the actual endnotes provide Pope's 

explanations of which monarchs, heroes, learned ancients and ancient races were named in the 

poem.  Rather than providing new information to the reader, Pope's authorial endnotes work to 

present his choice of names and races in a positive light and to build Pope's authorial ethos by 

presenting his learning concerning these choices.  For example the endnote for page 19, verse 3 

(see Figure 2.9) notes of the couplet, "He whom Athens did expel, / in all things just, but when 

he sign'd the Shell," that it refers to  

Aristides, who for his great Integrity was distinguish'd by the 
Appellation of the Just.  When his Countrymen would have 
banish'd him by the Ostracism, where it was the Custom for every 
Man to sign the Name of the Person he voted to Exile in an Oyster-
Shell; a Peasant, who could not write came to Aristides to do it for 
him, who readily sign'd his own Name.  Vide Plutarch.  See the 
same author of Phocion, Agis, etc. (50) 
 

Such notes provide the reader with information concerning the persons referenced in the text, but 

they also demonstrate Pope's own extensive reading.  Another example is the final endnote, 

where he explains page 22, verse 13, "Pleas'd with Alcaeus' manly Rage t' infuse / The softer 

Spirit of the Saphick Muse...expresses the mix't Character of the Odes of Horace" (51) before 

concluding the work with a discussion of the next two verses and how they hint at a passage in 

an ode of Horace's Third Book of Odes.   Pope then includes a section of that ode and an English 

translation in the same endnote, once again reinforcing his authorial ethos and showcasing his 

ability to read and translate Latin at a time when his ability to translate both Latin and Greek was 

questioned by his critics.  Here, in The Temple of Fame, he attempts to disprove such criticism 

with these endnotes. 
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Figure 2.8: A sample from the first edition of Windsor Forest of 1713 (2°), from Alexander Pope, 

Windsor-Forest.  To the Right Honourable George Lord Lansdowne, (London, 1713; Eighteenth Century 

Collections Online; Jan. 30th, 2013; Web). 
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Figure 2.9: The endnote for Page 19, verse 3 in the 1715 edition of The Temple of Fame, from Alexander 

Pope, The Temple of Fame, (London, 1715; Eighteenth Century Collections Online; Jan. 30th, 2013; 

Web). 



74 

 

Despite the satire of Pope's use of footnotes by his opponents, his practice of footnoting his 

verse was to continue throughout his works and his successful use of them would prompt the use 

of footnotes in the verse of others.  Having largely settled on the use of footnotes over endnotes 

and glosses in the technological space of his printed page, Pope's use of footnotes would shift 

over his career.  He initially used footnotes as authorial notes to bolster his own position as a 

poet and as a learned gentleman.  He did this in two ways:  he presented his classical learning by 

naming some of the classical authors he alluded to in his texts, placing those authors in the 

forefront of his text for his readers; and he positioned himself within the English literary 

tradition, as an Ancient rather than a Modern, and as a worthy successor to the canonical 

classical and English authors – a position that he would financially and artistically secure with 

his translations of Homer.  As I have noted above, this is also the point where Pope's use of 

footnotes shifts from purely authorial notes to authorial and allographic notes.  He brings in a 

selection of learned scholars to help comment on the beauties of the poem.  Though these are 

allographic footnotes, they are all selected and orchestrated by Pope to present a particular view 

of Homer to his readers.  This use of allographic footnotes is continued in Pope's Dunciads, 

where the allographic footnotes orchestrated by Pope are joined by actorial footnotes from 

Scriblerus and a fictionalized Bentley in order to satirize the London print culture of Pope's day.  

Finally, Pope then shifts his practice to authorial, informational footnotes in his later, post-

Dunciad works, as he acknowledges his position within that cultural milieu and positions himself 

as a great English poet for posterity.  This shift from anxious young poet to elder statesman 

among his peers will be examined again in more detail and made clearer in the next chapter, 

where I will discuss the rhetorical techniques that Pope used in his footnotes. 
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Chapter 3 

Pope's Rhetorical Use of Footnotes from his Homer Translations to The 

Dunciad Variorum 

Introduction and Argument 

Pope's footnotes do more than just provide historical or biographical information to his 

readers; they are rhetorical in their purpose and they (initially) provide him with a means to 

present himself – through appeals to ethos – as an heir to the great classical authors by pointing 

out his learning through his use of allusions to their works.  These appeals operate as a 

demonstration of the virtuous moral character of the author, so that his audience's minds will "be 

won over, as far as possible, to goodwill" toward him and his work (Cicero 2.43.182).  In Pope's 

footnotes, this appeal to ethos works in two ways.  On one hand, it is an ethical appeal because 

Pope is pointing out his suitability as an author due to his understanding of both the classical 

authors and the classical Roman rhetoricians through anamnesis– the demonstration of one's 

learning or, in the case of Pope's footnotes, textual sources by recollection – with his recalling of 

these authors via both his allusions to them and his citations of them as the sources for his 

allusions.  On the other hand, it is also an ethical appeal through visual means because it locates 

Pope alongside the cited classical authors within the technological space of the printed page.  In 

effect, the citation places a classical author's name, with a reference like vid. Homer, on the page 

with Pope's verse and suggests his reader should compare his verse to that of the classical author 

being alluded to – with the understanding that Pope feels assured of a positive comparison.  This 

practice also works as amplification, the repetition of information that builds towards a climax, 

where the effect of this appeal to ethos is built up through successive examples because the 
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anamnesis and the juxtaposition of Pope's verse with the names of the great classical authors are 

repeated with each footnote. 

From the publication of his translations of Homer onward, however, Pope's use of footnotes 

shifted from being purely ethical appeals.  Some of these later footnotes and endnotes are still 

appeals to ethos, while others are appeals to pathos.  In such appeals to pathos, the author, 

"excites and urges the feelings of [his audience] towards hatred or love, ill-will or well-wishing, 

fear or hope, desire or aversion, joy or sorrow, compassion or the wish to punish" – all strong 

emotions that can sway them to the side of the author (Cicero 2.44.185).  For Pope, the appeals 

to ethos build up his own character or image, and the appeals to pathos destroy the characters or 

public images of his targets through ridicule while causing his audience to accept his point of 

view through humour, with the clearest example of this practice being the excessive footnotes to 

the various editions of The Dunciad. 

The appeals to ethos in the footnotes of The Dunciad Variorum occur in all types of footnotes, 

actorial, authorial and allographic, and reaffirm the position Pope had claimed for himself with 

his ethical appeals in the translations of Homer and the appeals to pathos in the actorial and 

authorial footnotes serve to deny a similar ethical position to Pope's adversaries and critics.  He 

uses their words to build himself up with ethical appeals in the footnotes and denies them any 

praise from himself while ridiculing them with his appeals to pathos.   

With both of these appeals and throughout Pope's works, the main rhetorical figure used in his 

footnotes is amplification, or the repetition of the point being made by the writer either in the 

related verse or in previous footnotes, which can either build towards a climax through such 

repetition or overwhelm the audience with the number of examples and reach a moment of 

Longinian sublimity.  As mentioned in the last chapter, Howard Weinbrot is correct to observe 
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that the apparatus surrounding Pope's Iliad "embodies amplitude" ("Annotating" 467) but this is 

the case for almost all of Pope's footnotes throughout his career.  His footnotes use amplification 

in his appeals to ethos and pathos in several ways: to reinforce his verse, to reinforce previous 

footnotes, and to reinforce his presentation of his authorial self. 

This chapter will examine the footnotes to Pope's Dunciad Variorum of 1729 and the endnotes 

to his translation of Homer's Iliad (1715 to 1720), to show that Pope's use of footnotes and 

endnotes in these works follows this pattern of appeals to ethos and pathos with amplification.  It 

will further demonstrate that his use of footnotes in The Dunciad was first developed in the 

endnotes to his translation of Homer. 

Pope's Dunciad Variorum 

The Dunciad Variorum of 1729 represents Pope's first major use of, and the peak of, his 

satirical footnotes.  The Dunciad footnotes provide parodies of dull critics and defenses of Pope's 

friends but they have several other roles too.  Some footnotes, like those of Theobald and 

Scriblerus that open the commentary, concern themselves with literary criticism while others 

provide information for the reader.  These informational footnotes provide historical or 

biographical information and they are located throughout the text but, like the informational 

notes in Pope's other works, they also serve other purposes.  One example of historical 

information is the note for "where wave the tatter'd ensigns of Rag-Fair" (1.27), which notes that 

"Rag-Fair is a place near the Tower of London, where old cloaths [sic] and frippery are sold" 

(fn27 1.3).  Since Rag-Fair marks the beginning of Goddess Dulness's realm, and old linen was a 

contemporary source of paper, this suggests her realm begins with the manufacture of the paper 

that provides the material for Grub Street's "Martyrs of Pies, and Reliques of the Bum" (Dryden 

Mac Flecknoe 101).  Here, the footnote works as amplification of the verse.  Pope not only 
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shows us the "yawning ruin" and "bleak recess" of Dulness' realm in his poem but he also 

amplifies the hatching of Dulness' "new Saturnian Age of Lead" at the location of the "cave of 

Poverty and Poetry" (1.26 and 1.32), by connecting these events to a location that Janice Turner 

in "An Anatomy of a 'Disorderly' Neighbourhood: Rosemary Lane and Rag Fair c. 1690–1765" 

(2015) calls "the largest old clothes market in London in the first half of the eighteenth century" 

centred on "Rosemary Lane", a neighbourhood that was "poorer than most neighbourhoods in 

London" with an "underlying web of criminal activity" that used the fair as a resource for selling 

or pawning stolen goods (28, 28, 141, 29).16  Though Rag Fair is not mentioned directly as a 

source for linen rags for paper, the cave of poverty that is Rosemary Lane and the market selling 

old clothes, which are a potential material for the manufacture of cheap paper, reinforce the 

connection of Dulness to poverty. 

The mention of Rag Fair as the start of Dulness' realm also connects that realm with the hack 

writers of Grub Street through allusion to the use of rags in papermaking.17  For the rag industry 

in London was central to the papermaking industry for all but the highest-quality white paper.  

As D. C. Coleman in The British Paper Industry 1495–1860 (1958) observes of the number of 

                                                        
16 Some of the more ludicrous stolen goods that were offered for sale at the fair included cattle, 

bulk iron and bibles at various times, though all of the thieves in these examples were caught when trying 
to fence their goods at the fair (Turner 155). 

17 A contemporary take on the connection between rags and paper – though for printing currency 
rather than books – is shown in this anonymous circa eighteenth-century poem:  
 

RAGS make paper, 

PAPER makes money, 

MONEY makes banks, 

BANKS make loans, 

LOANS make beggars, 

BEGGARS make 

                             RAGS. (Hunter, Papermaking, v) 
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paper mills in England in the early eighteenth century, "by 1670 the total was probably about 

fifty or more" and "many of these mills were concentrated in the Home Counties" surrounding 

London, which was "the greatest market for paper and the centre of rag supplies" (49).  He also 

notes, between 1670 and 1720 "a major expansion in English paper production took place" and 

English mills "began for the first time to produce white paper in sufficient quantities" but "the 

best qualities were imported and were to be for many years to come" (54).  Pope, with his 

lifelong interest in the classic Elzevier style and the best quality paper for his works, would have 

been using such imported paper rather than the cheaper English paper (Foxon 32).18  The 

cheaper, English-produced paper was ideal for the printing of works by lesser authors, such as 

Grub Street's hack writers (1.26).  Pope's footnote amplifies the allusion present in his verse by 

connecting his imagery of Dulness' realm with a concrete location – Rag Fair – that ties her 

realm to the production of materials for the hack writers of his day.  

Another example of an informational footnote that serves other purposes is the explanation of 

"Down with the Bible, up with the Pope's Arms" (2.78), when Lintot passes Curll in the footrace, 

with the Bible being Curll's shop sign and the crossed keys being Lintot's (fn78 2.29).  Pope does 

not just provide this as information to make clear who is winning and who is losing the footrace 

in the verse.  Instead, this is another dig at Curll being defeated by Pope with his inclusion in this 

satire, but it is also a satirical dig at Lintot as Pope's former publisher – for the paronomasia or 

pun on "Pope's Arms" alludes to Pope's previous business relationship with Lintot, as well as the 

crossed keys of the Papal arms, and shows (as Pope presents it here) that it was this relationship 

that provided for the success of Lintot's shop.  The footnote explains it is Pope, like Jove in the 

                                                        
18 Even Tonson's Miscellany of 1709 printed Pope's "Pastorals" and Ambrose Philips' "Pastorals" 

on finer Genoa paper than the rest of the edition, which Foxon attributes to Tonson's production of 
offprints, so that Pope and Philips could circulate advance copies among their literary friends (21–22). 
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verse, who brings Curll down and raises Lintot up and amplifies the insults to Curll and Lintot in 

the verse. 

A more involved example of an informational footnote is the commentary on the naming of 

Ludgate for Pope's reference to the "gates of Lud" (2.334), where "King Lud…likewise for his 

own honour named [the West gate] Ludgate" (fn334 2.48–49).  This footnote, giving an 

abbreviated history of Ludgate from King Lud's building of the gate until Queen Elizabeth's 

rebuilding of the gate in 1596, is cited from John Stow's Survey of London.  There appears to be 

no underlying political commentary here.  However, this footnote connects the movement of 

Goddess Dulness and Theobald into London proper with King Lud's hubris in building the gate 

in his own honour and with Ludgate Prison (the debtor's prison located above the gate), through 

their juxtaposition upon the page.  The allusion satirizes Theobald and the other Dunces as hacks 

demonstrating their own hubris in puffing up their bankrupt talents when they are indebted to, 

and refuse to recognize, better writers like Pope.  This footnote is significant because Pope only 

explains particular persons and places in the verse, while leaving others uncommented.  If a 

place like Ludgate requires explanation for Pope's readers, then Dulness' games being played 

"where the tall May-pole once o'erlooked the Strand" should also require an explanatory footnote 

(2.24), as its situation had changed by 1729, while the Ludgate was still extant, but Pope does 

not provide one here.  It is left to James Sutherland to note of this Maypole, "it stood on one side 

of the church referred to in l. 26, viz. St. Mary le Strand, one of the fifty new churches built in 

accordance with the Act of 1711.  The Maypole had been removed in 1718" (fn24 2.99).  That 

Pope left a recently removed London landmark uncommented upon further highlights the 

importance of the footnote on Ludgate, and points to the Ludgate note's having a purpose beyond 

the merely informational.  In the case of the footnote for Ludgate, it works to strengthen the 
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appeal to pathos by pointing out the hubris behind King Lud's building of the gate and the 

appropriateness of Dulness and Theobald's arrival through that gate.  Again, the footnote 

amplifies the verse by repeating and building upon the insult of Theobald entering London in 

Dulness' procession. 

In some cases, the informational footnotes appear to provide information without any direct 

rhetorical connection to Pope's verse; however, even these footnotes are rhetorical and amplify 

the verse.  Pope writes in a note to "New wizards rise: here Booth and Cibber there" (3.262),  

"Booth and Cibber, two of the managers of the Theatre in Drury-Lane" (fn262 3.71).  There is no 

direct attack on Booth or Cibber here.  Pope leaves the statement unembellished, only giving the 

barest minimum of factual information to his reader.  The footnote identifies the two men as 

managers who staged Theobald's plays and amplifies the connection between them as managers 

of the Drury Lane theatre and the special effects of Theobald's machinery in the following lines 

of the verse. When Pope announces "New wizards rise," he recalls the imagery of Theobald 

watching "a sable Sorc'rer rise" earlier in the same book (TE 5.3.262 and 5.3.229).  Similarly, 

when he describes "Booth in his cloudy tabernacle shrin'd" and tells how "On grinning dragons 

Cibber mounts the wind," before claiming that "Dire is the conflict, dismal is the din," he recalls 

Theobald's Rape of Proserpine, where "Ceres, 'appears in the Air in her Chariot drawn by 

Dragons'" (fn229 TE 5.176).  In both of these cases, Pope is aiming the insult at Theobald's 

ludicrous stage effects and writing as well as at Booth and Cibber as the actors involved (3.263–

265), for the footnote to the previous line clarifies that they are the actors and not the playwright.  

As they are sprinkled throughout the three books of The Dunciad Variorum, these informational 

footnotes that do not directly add to the satire serve to leaven the more partisan notes with factual 

information and give the reader an impression of impartiality on Pope's part. They indirectly 
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amplify the verse, for Pope appears to be providing only historical and biographical information 

and not adding his own commentary or making an appeal to ethos or pathos in these footnotes.   

But the pretense of impartiality does not last throughout the text, nor does it even last through 

the presentation of these footnotes.  For example, another footnote explains of publications 

"shipp'd with Ward to ape and monkey lands" (1.200), that Edward Ward was "a very 

voluminous Poet in Hudibrastick Verse…Great numbers of his works are yearly sold into the 

Plantations" (fn200 1.17).  Here the impartial façade begins to crack, with the implied definition 

of the Plantations, or American colonies, as "ape and monkey lands" or uncivilized spaces that 

readily welcome lesser poets like Ward.  And later in Book III, the impartiality slips further.  

Pope notes of "Brown and Mears" (3.20) printing the products of hack writers as "thick as the 

stars of night" (3.24), that they were "Booksellers, Printers for Tibbald, Mrs. Haywood, or 

anybody" before explaining further that "the Allegory of the souls of the Dull coming forth in the 

form of Books, and being let abroad in vast numbers by Booksellers, is sufficiently intelligible" 

(fn20 3.56).  Pope uses the footnote to spell out the allegory in the verse above, apparently not 

relying on his readership to pick up the meaning, though I think his readership would have 

understood the allegory and he is just using paralipsis – or pointing out something while 

appearing to overlook it – to rub salt in their wounds by snidely re-referencing Theobald and 

Haywood as examples of the dull writers in the footnote.  Another note explains of "mighty 

Mist!" (1.194), "Nathaniel Mist was publisher of a famous Tory Paper (see notes on l. 3.) in 

which this Author [Theobald] was sometimes permitted to have a part" (fn194 1.17).  This 

informational note refers the reader to further commentary attacking Theobald in Book III, where 

Pope argues that he has proved "Shakespear to have written as bad (which methinks in an author 

for whom he has a Veneration, almost rising to idolatry, might have been concealed)" and 
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provides an example from Mist's Journal (fn272 3.71).  Here Pope not only attacks Theobald for 

making his favorite author (Shakespeare) appear as a dunce, but also suggests Theobald has 

Papist ("rising to idolatry") and Jacobite leanings for publishing in Mist's Jacobite-Tory weekly.  

The informational footnotes in these cases move from being composed of purely factual 

information to being further attacks on the dunces by Pope.  Whether or not the footnotes have a 

clear connection to a rhetorical figure, they all work as amplification of the attacks in Pope's 

verse. 

Another form of amplification occurs in the footnotes that present the writing of other authors 

with additional commentary by Pope – in particular, the work of Giles Jacob and William 

Winstanley with their individual collected biographies of the English poets.  In "Pope and Giles 

Jacob's 'Lives of the Poets': The 'Dunciad' as Alternative Literary History" (1985), James 

McLaverty states of this use of Jacob's Lives of the English Dramatick Poets, "Pope's tactic in 

these notes is to place Jacob's judgments on the literary scene in ironic juxtaposition with the 

images of the poem," which again uses Kenner's technological space of the printed page for 

rhetorical effect by presenting the commentary from these authors in footnotes under the verse 

(29) for direct comparison by Pope's readers.  An early, and strong, example of this kind of 

footnote is the long footnote concerning John Dennis on pages 10 and 11 of Book I.  McLaverty 

observes, "Pope's most creative use of the Lives of the Poets is in his attack on Dennis" (29), for 

Pope can use the material to turn Dennis' own words against him.  Jacob presented the 

contemporary authors featured in the work as having provided their own biographical entries and 

himself as simply adding additional commentary, when needed, to clarify or add to the original 

entry.  In the case of the entry on John Dennis, McLaverty points out, "Pope exploited the 

information to its full extent by presenting Dennis's entry, praise and all, as that writer's own" 
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(29).  By citing the quotations from Dennis at the end of all of the quoted passages and his own 

commentary in the footnote, Pope elides his active participation in the footnote and presents it as 

coming solely from Dennis.  One example of this is the footnote to line 104, where Pope says of 

Dennis's earlier attacks on him, "his pieces against our Poet are somewhat of an angry character, 

and as they are now scarce extant, a taste of his style may be satisfactory to the curious," before 

going on to quote Dennis calling him a "hunchbacked Toad" (fn104 1.10).  Here, Pope counters 

Dennis's attack by stating it is "scarce extant" and forgotten by contemporary readers fifteen 

years after its initial publication in 1711 – though it has obviously not been forgotten by Pope!  

Pope then goes on to undermine Dennis by pointing out his vanity, as Theobald did in his own 

comments on Dennis that Pope quotes at the start of footnote 104.  At the end of the footnote, 

Pope provides a biography of Dennis that states he "was the Son of a Sadler in London, born in 

1657" and cites a quotation on Dennis's "character as a writer" that calls him "a person of sound 

Learning" and a "master of a great deal of Penetration and Judgment," a quotation cited as if it 

comes from Dennis himself (fn104 1.11), whereas the comments on Dennis's penetration and 

judgment are actually from Jacob.  McLaverty argues that the reason for this move on Pope's part 

is to deflate the effect of this praise, for  

Such lavish praise devalued that given to Congreve, Prior, or Pope 
himself, and Pope's retaliation is simple and effective. His 
quotation, except for the italicization of praise, which is his own, is 
accurate, but by attributing the entry to Dennis, with a show of 
Scriblerian scholarship, he makes it rebound on author and editor 
alike. (29) 

 
Pope finishes the footnote with an additional comment to "see Jacob's Lives of Dramatic Poets, 

page 68, 69 compared with page 286"  (fn104 1.11) that further undermines Dennis's self-

aggrandizement, for a reader checking these references would find Dennis had omitted to 
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mention his play Gibraltar, or the Spanish Adventure (1705) in the information he provided to 

Jacob for his entry in the register (Jacob 1.286).  This omission also presents him as vain because 

Gibraltar was not a successful play and there are indications that the play did not make it to a 

third-day performance for Dennis.  Gunda Windmüller diplomatically notes in Rushing into 

Floods, Staging the Sea in Restoration and Early Eighteenth-Century English Drama (2012) that 

the play "premiered in 1705 at the theatre in Drury Lane and went through at least three 

performances within the year," while The London Stage 1660–1800 (1960–68) lists Gibraltar; 

or, the Spanish Adventure as being performed only the three times at Drury Lane on Feb 13th, 

16th and 20th, 1705, with the performances of the 16th and 20th being poorly received after the 

play was advertised but deferred on the 13th (Part 2.1 87–88).  There were no other performances 

of this play to 1800 (182).  Dennis' failure to mention this underperforming play reinforces the 

insecurity implied in Theobald's earlier observation that Dennis "suffers…by hearing another 

praised" (fn104 1.10).  These two observations bookend the footnote on Dennis, while the other 

sections treat him like an obscure and hateful author and leave Pope's reader with a strong 

impression of Dennis' vanity and irrelevance.  This presentation of Dennis as an insignificant 

writer is many degrees stronger than the presentation of him in the verse, where he is merely mad 

and dull.  The biographical information that Pope provides here strengthens his attack on Dennis, 

for it shifts the satire on Dennis from mocking him for dullness to damning him with his own 

words as a dull, vain, puffed-up hack and allows Pope to cast him as an unknown writer to 

contemporary readers, despite his career as a critic, poet and playwright.  This style of attack is 

another case of amplification, with the footnotes building upon the verse and upon each other in 

their repetitive assault on Dennis and the other dunces.  The relentless assault of "every fly in 

Grub Street" serves to present the dunces as just that – small flies circling the art of Pope, while 
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he serves as the source of the illumination that they are focussed on and as the orchestrator of 

their circling dance (Kenner 41).19 

Pope also uses some of these footnotes from Jacob as appeals to ethos on his own behalf, such 

as the footnote on John Oldmixon when he is unsuccessful at winning the patron in the tickling 

contest.   

But Oldmixon the Poet's healing balm 
Strives to extract from his soft, giving palm; 

Unlucky Oldmixon!  thy lordly master 
The more thou ticklest, gripes his fist the faster (2.201–204) 

 
Here, Pope builds his own ethos by defending his friends and contemporaries by ridiculing John 

Oldmixon, who had attacked them in his writings.  He relates some of Oldmixon's attacks on 

Addison, Pope and Dr Swift, before concluding with a listing of his major works and the 

statement that, "he was always a hired writer for a Party" (fn201 2.39).   

In keeping with the imagery in the verse, Pope characterizes Oldmixon as "not so happy as 

laborious in Poetry," while conceding he is, "next to Mr. Dennis the most ancient Critick of our 

Nation" (fn201 2.39).  He dismisses Oldmixon's poetry as tedious while only giving him credit 

for having been known as a critic longer than most writers.  Here Pope uses ennoia, or the 

withholding of information, to damn Oldmixon with faint praise, stating, "this person wrote 

numbers of books which are not come to our knowledge" before adding a quotation from Jacob 

about Oldmixon having written "Dramatick works, and a volume of Poetry, consisting of heroic 

                                                        
19 I should note here that Kenner's imagery of the footnotes to The Dunciad Variorum fruitlessly 

assaulting Pope's verse like flies circling about his head echoes Pope's view of the Grub Street hacks in 
An Epistle from Mr Pope, to Dr. Arbuthnot (1734), where the hacks, in the height of Summer, "pierce my 
Thickets, thro' my Grot they glide, / By land, by water, they renew the charge, / They stop the Chariot, 
and they board the Barge" (TE 4.8–10).  Pope then cements this imagery of his attackers as flies with his 
image of Sporus, of whom he threatens, "let me flap this Bug with gilded wings, / This painted Child of 
Dirt that stinks and stings, / Whose Buzz the Witty and the Fair annoys" (TE 4.309–311). 
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Epistles, &c. some whereof are very well done" and then listing several of his major works, such 

as The Critical History of England and his prose Essay on Criticism (fn201 2.39).  Pope's 

rhetorical move here is to, first, link the praise of Oldmixon's writing by Jacob with books that 

Pope has no knowledge of and then to list his own knowledge of Oldmixon's major works, which 

suggests they are not the works that are presented by Jacob as "well done."  But despite his low 

opinion of them, Pope is not above using Oldmixon's writings when it suits him.  He quotes 

Oldmixon at length for his comments on Laurence Eusden, the poet laureate from 1718–1730.  

Oldmixon complains Eusden's verses "have as much of the Ridiculum and the Fustian in 'em as 

can well be jumbled together" before going on to add, "putting the Laurel on the head of one 

who writ such verses, will give futurity a very lovely idea of the Judgment and Justice of those 

who bestow'd it" (fn319 3.75).  Oldmixon's comment echoes Pope's own views on such 

appointments and foreshadows his later use of his Dunciad to showcase Colley Cibber. 

Pope also uses amplification in the footnotes that shrug off the attacks of the Dunces.  In one 

case, he calls James Ralph, who had attacked him on his initial publication of The Dunciad, "a 

name inserted after the first Editions, not known to our Author till he writ a Swearing-piece call'd 

Sawney, very abusive of Dr. Swift, Mr. Gay, and himself," before noting of Ralph, "this low 

writer constantly attended his own works with Panegyricks in the Journals" (fn159 3.64).  Again 

here, it is the attack on his friends that is given as the motivation for Pope including Ralph 

among the dunces and it is self-aggrandizement on the part of Ralph that provides the prime 

insult in the footnotes.  Pope portrays himself as motivated to defend the honour of his friends 

and not his own, even as he lessens the honour of the Dunces he attacks by showing them as vain 

enough to undertake self-puffery in print – a point he makes here about Ralph and in earlier 

commentary about Dennis.  In another case, Pope places his attackers in an obscurity that he will 
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not suffer from.  He states of the writings of Thomas Burnet and George Duckett (fn175 TE 

5.3.168), "of the other works of these gentlemen, the world has heard no more, than it wou'd of 

Mr. Pope's, had their united laudable endeavours discourag'd him from his undertakings" (fn175 

3.65), arguing they not only did not have the requisite ethos to discourage him from writing and 

publishing but that their own literary efforts were doomed to remain obscure and unread.  In all 

of these examples, Pope's commentary places him above his critics and positions him as the 

arbiter of their historical fates and the multiple examples act as amplification of this position and 

role.  Jonathan Swift's warning to Pope not to preserve the dunces for posterity by mentioning 

them in his satire, as Virgil had done with Maevius (Correspondence 2.343), is taken up by Pope 

as another means to attack such dunces. He embraces the idea of preserving the dunces for 

posterity and he uses his commentary on them to both obscure or redefine their own 

achievements and to present their public memory as predicated upon his fame. 

The footnotes by Martinus Scriblerus are a special case among the footnotes in The Dunciad: 

they present an amplified appeal to pathos throughout the work.  The reader is meant to laugh at 

the ridiculous assertions of Scriblerus, but he or she is also meant to read Scriblerus' literary 

comments ironically and, through his cumbersome mock-scholarship, to see the work of other 

modern literary critics and scholars as equally poor.  Scriblerus' footnotes also operate as 

amplification, with a repetitive build up of footnotes that demonstrate poor scholarship for the 

amusement of Pope's readers and engage them via pathos to side with Pope's view of the Dunces. 

In his commentary on the appearance of a sage in Book III, where "By his broad shoulders 

known, and length of ears, / Known by the band and suit which Settle wore" (3.28–29), 

Scriblerus remarks, "this is a sophisticated reading" before he "venture[s] to affirm that all the 

Copyists are mistaken here" and that "a very little Sagacity… will restore to us the true sense of 
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the Poet, thus, By his broad shoulders known, and length of years" (fn28 3.56–57).  Scriblerus 

insists the verse's reference to "ears" is a transcription error caused by the copyist dwelling on the 

reference to the pillory in the lines above these (fn28 3.56–57), while his correction is a willful 

misreading of the verse in the manner of what Howard Weinbrot calls "the more ingenious critics 

who complicate the text's clear meaning" (464).   Here, Pope produces a satire of modern critical 

techniques that he had earlier criticized in An Essay on Criticism and his translation of the Iliad, 

and he brings his readership over to his point of view concerning these techniques through the 

appeal to pathos produced by Scriblerus' ridiculous reading of the poem.   

The amplification of this appeal continues throughout the poem.  For example, Scriblerus 

further illustrates the mistaken criticism of the Moderns in his comments on Theobald's works.  

He notes of the burning of Theobald's translations of Aeschylus in his offering to Dulness in 

Book I, that Theobald "had received Subscriptions for the [plays], but then went about other 

Books" (fn210 1.18).  Of course this ethical appeal against the character of Theobald, for having 

abandoned his translations of Aeschylus's plays after only two were produced despite his 

collecting of subscriptions, goes largely uncommented by Scriblerus, who focuses on the mistake 

in the epigram concerning Theobald's inability to maintain the fire of Aeschylus in his 

translations.  Scriblerus argues that Aeschylus was not killed by a lobster but by a Tortoise, 

missing the point of his own attack on Theobald's lack of faith to his subscribers for the plays 

(fn210 1.18).  This is a form of paralipsis, or the drawing of attention to something while 

pretending to pass over it, where Pope's actorial footnote mentions Theobald's failure to fulfill 

the terms of his subscription and leaves unsaid the contrast between Theobald's subscription for 

his translation of Aeschylus and Pope's subscriptions for his translations of Homer.  Pope cloaks 
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the appeal to ethos concerning his fulfillment of the subscriptions for his Homer translations 

within the appeal to pathos of Scriblerus' misreading of Theobald's translation of Aeschylus. 

Throughout the poem, this appeal to pathos uses successively more extravagant misreadings 

and misunderstandings on the part of Scriblerus to bring the amplification to a climax.  In each of 

these cases, Scriblerus loses track of the main point of his argument and derails into a discussion 

of minutiae.  He also repeats his digressions into lampoons of Pope and Theobald's disagreement 

over the spelling of Shakespeare's name – echoing his first footnote concerning the spelling of 

"Dunciad" where he misreads Theobald's argument in the preceding footnote that Dunciad 

should be spelt "Dunceiad" and argues against spelling it with two Es, noting, "one E therefore in 

this case is right, and two Es wrong" (Second footnote TE 5.1.59).  Scriblerus then cites Thomas 

Hearne's methodology of leaving the text extant and noting the error in the margin as the 

precedent for his doing so in a footnote.  Scriblerus repeats this lampoon when he returns to 

Thomas Hearne in Book III, where Pope satirizes him, and Scriblerus backs up Hearne's 

arguments concerning Pope's use of old English.  Pope's couplet, "Right well mine eyes arede the 

myster wight, / On parchment scraps y-fed, and Wormius hight" (3.183–184) sets up the 

presentation of footnotes by Thomas Hearne concerning the correct use of the old English that 

Pope has inserted into his verse.  Scriblerus says of Hearne's arguments concerning the use of 

arede and hight, "I do herein agree with Mr. H.," before going on to argue that all men who are 

for "Uniformity should think all alterations in a Language, strange, abominable, and 

unwarrantable" (fn183 3.66).  The footnotes here are confusing, with no. 184 preceding no. 183 

and one referenced as "VERSE ibid" with a citation of "HERNE, ibid," for the quotation that 

follows it.  With these jumbled citations and nested ibid references, the impression here is that 

these notes are one confusing chunk of commentary from Hearne with an added footnote stating 
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Scriblerus's agreement and the idiocy of anyone who would disagree with the desire to preserve 

the use of the "old English Saxon tongue" (fn183 3.66).  Given this confusion, the footnotes 

appear to show Hearne defending himself from being read as Wormius in the verse rather than 

Scriblerus doing so but the main issue here is again one of digression.  Scriblerus loses track of 

the central issue that Wormius is a satire of Thomas Hearne and, instead, he discusses word 

choice and correct English.  As part of this, he also misreads Hearne's use of uniformity to be an 

appeal to the use of correct English rather than an attack on Nonconformists.  This discussion 

around "correct" English then acts as further amplification of Pope's actorial footnote from 

Theobald that begins the commentary on The Dunciad, increasing the effectiveness of this appeal 

to pathos.  This series of actorial, or fictionalized, footnotes from both Theobald and Scriblerus 

allow Pope to displace Theobald's legitimate criticism of Pope's edition of Shakespeare with a 

straw man concerning Theobald's criticism of Pope's spelling of Shakespeare's name. 

Scriblerus's amplified commentary attacking Theobald reaches its height with the footnote on 

Pope's quotation of Theobald's "none but Thy self can be thy parallel" (3.272).  Here, Scriblerus 

states of Pope's assertion that the play Double Falsehood was not Shakespeare's and was merely 

an imitation by Theobald, "it is but justice to give Mr. Theobald's Arguments to the contrary" 

(fn272 3.71–72).  He does so in a short list of four reasons, of which three are scholarly and the 

fourth is that Theobald had, "a great mind everything that is good in our tongue should be 

Shakespeare's" (fn275 3.72).  The three logical reasons for Theobald's decision to name the 

original play as Shakespeare's are lost under the weight of his "idolatry" of Shakespeare being 

given as the fourth reason for his selecting the play as Shakespeare's.  Having listed Theobald's 

arguments for the play being Shakespeare's, Scriblerus digresses into editorializing.  He says, "I 

allow these reasons to be truly critical; but what I am infinitely concern'd at is, that so many 
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Errors have escaped the learned Editor" (fn275 3.72) before going on to cite several examples at 

length from Acts 1, 2, and 4 of Theobald's play as shown in the illustration of page 72 below (see 

Figure 3.1).  The actual arguments from Theobald for the play being Shakespeare's are in the 

first paragraph of the footnote on the page.  The rest of the footnote is taken up with spurious 

misreadings of sections of the play.  Scriblerus takes up almost three quarters of the page 

explaining these misreadings, losing the plot of his commentary on Pope's poem and Theobald's 

play via his own lengthy digression and having that digression overwhelm the footnote even as 

the footnote threatens to overwhelm the verse – again, an amplification of the position of the 

commentary relative to the creative work.  Here too, the amplification has returned to Pope's 

earlier complaints concerning the lesser, "ingenious critics" of Homer, with Scriblerus providing 

a connection back to such commentaries on Homer and, in the case of Pope's translations of 

Homer, recalling critics like Madame Dacier.  

In his last footnote on the poem and the footnote following his criticism of Double Falsehood, 

Scriblerus presents an exegesis of the exclamations of Dulness's arrival as the return of the Muse 

to the skies.  He writes: "she comes!  The Cloud-compelling Pow'r, behold!"  (3.337) and "here 

the Muse, like Jove's Eagle, after a sudden stoop at ignoble game, soareth again to the skies" 

(fn337 3.78).  He is not misunderstanding the situation here because, as a critic focussed on 

willful misreadings of texts, Scriblerus does have Dulness as his muse.  Having demonstrated his 

misreadings in his criticism of Double Falsehood (fn275 3.72) and having brought the 

amplification to a climax, Scriblerus embraces and celebrates the arrival of Dulness to close off 

Pope's poem, moving from fictional critic on the poem to participant as he celebrates her arrival.  

Scriblerus becomes part of the poem itself and, in the sublime moment of Dulness's arrival, 

serves as an extended appeal to pathos that ridicules the Modern critics as a whole. 
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Pope also uses footnotes to make more directed appeals to pathos, ridiculing particular persons 

among his enemies because, as Cicero notes, ridicule produces laughter in the audience and 

"merriment naturally wins goodwill for its author" (2.58.236).  Pope names Ambrose Philips 

(under the reign of Theobald as King of the Dunces) "Namby Pamby be prefer'd for Wit" 

(3.322), cementing the nickname of Namby Pamby to Philips's name for posterity, a name that 

amplifies and epitomizes Philips's use of "the Infantile style" of poetry (fn322 3.76).  Pope's 

commentary further ridicules Philips by directing the reader to read the series of Guardian essays 

on Philips's pastoral poems.  These essays culminate in Pope's anonymous essay in Guardian No. 

40 "On Philips's Pastorals" (Pope helpfully includes this essay as an appendix to The Dunciad 

Variorum), where he satirizes Philip's writings and ends by saying Pope's pastorals are 

"something better" (Appendix 111). Pope thus builds upon the initial ad hominem attack of 

calling Philips "Namby Pamby" with amplification by adding the satirical essay from the 

Guardian to the critical apparatus.  Both of these attacks operate as pathetic appeals to the 

audience – but he ends the assault in the paratext with an additional ethical appeal concerning his 

own status as a writer in the appendix, which certainly gives him the last word in his text and 

potentially the last word in the argument because the essay from Guardian 40 presents Pope as 

working within a classical tradition and as a writer who can keep to the rules of the classical 

genre – unlike Philips.   

Such appeals to pathos that attack and ridicule the subject are also a feature of the footnotes on 

Theobald where Pope mocks Theobald for his editing of Shakespeare.  For instance, Pope mocks 

Theobald's translation of Plato's Dialogue of the Immortality of the Soul (1713) by connecting it 

in the footnotes to "the Sacred Dome" (1. 221) of the Cave of Poverty.  He alludes to the 

Dialogue or Phaedo with Theobald's entrance into the cave and then mocks Theobald's 
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translation for its "modern style" with a paraphrase of Echecrates's opening line, "Prithee 

Phaedo" (fn221 1.19).  Pope is mocking Theobald's imitation of Shakespeare here in his use of 

"prithee."  This mockery of his infatuation with Shakespeare continues in the following note, 

where Pope notes, "he writ a Poem call'd the Cave of Poverty" (fn226 1.19), which is noted on its 

title page, in Theobald's own words, as being "Written in Imitation of Shakespeare By Mr. 

Theobald" (Theobald, The Cave of Poverty, A Poem).  The appeals to pathos continue in other 

footnotes on Theobald, such as the footnote to a listing of Theobald's plays as they are burned as 

offerings to Dulness, "Now flames old Memnon, now Rodrigo burns, / In one quick flash see 

Proserpine expire" (1.208–209), Pope writes of Theobald using flame imagery with Memnon's 

description of his "frozen blood" being fired with rage (fn208 1.18).  Here, Pope mocks the use 

of mixed metaphors by Theobald and then he adds an additional example of the misuse of fire 

imagery by Theobald, recalling a potentially disastrous use of fire on stage in The Rape of 

Proserpine (1725) (fn208 1.18).  The effect of these notes is to ridicule both Theobald's dramatic 

works and his criticism and to diminish the effect of his criticism of Pope.  Again, Pope uses 

figures of amplification and appeals to pathos to ridicule his target while also avoiding criticism 

himself.  The repetition of such silliness as Theobald's affectations concerning Shakespeare 

added to the absurdity of his setting fire to the theatre in his own stage production are an 

effective way to undermine Theobald in the poem while sidestepping his valid criticism of 

Pope's editing practices in his own edition of Shakespeare.20  As noted above on page 93, though 

not all appeals to pathos have to involve ridicule, it is the easiest way to incite laughter in an 

                                                        
20 Aubrey Williams notes in Pope's Dunciad: A Study of its Meaning (1955) that Pope's "one wide 

Conflagration swallows all" (TE 5.3.236 177), "is a humorous allusion, probably, to the occasions when, 
as in the performance of Theobald's Rape of Proserpine, 'a Cornfield was set on fire,' or when a barn was 
burnt on stage (to rival Theobald's blaze)" (97). 
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audience and laughter (and the appreciation of wit) causes an audience to respond favourably to 

the one who incites it (Cicero 2.58.236). 

In addition to these appeals to pathos, Pope also makes ethical appeals via these authorial 

footnotes.  In the footnote to the line, "Gay dies un-pension'd with a hundred friends" (3.326), 

where Pope forecasts Gay's work as unrewarded while his legacy is celebrated, Pope presents 

himself as one of those friends, noting the length of their friendship in the first sentence of the 

footnote.  Pope says of Gay, "this gentleman was early in the friendship of our author, which has 

continued many years" (fn326, 3.27).  He then recounts the runaway success of Gay's ballad 

opera, The Beggar's Opera, the previous year.  He notes the play was "acted in London sixty-

three days, uninterrupted; and renew'd the next season with equal applause," making its cast 

celebrities and ending the reign of Italian Opera on the London stage (fn326 3.77).  While this 

mention of Gay's popularity is an ethical appeal made on behalf of Gay, by presenting the 

recognition of his good character, it is also an ethical appeal on Pope's part too because it links 

him via friendship to Gay and this association suggests they have similarly good characters.  The 

appeal then extends that link to include Gay's play (an "opera" that ended the reign of opera in 

London) and Pope's Dunciad (a mock-epic on Dulness that will end the reign of Dulness), both 

of which were explicitly linked by Swift via Gulliver's Travels as being the three major 

corrective works by these three friends (Swift 275–278).21  This footnote is followed by one that 

gives a nod to Swift (fn327 3.77), reaffirming the connection of the three friends, Gay, Pope, and 

Swift. 

                                                        
21	See "Swift to John Gay, March 28th 1728," where Swift writes, "The Beggers Opera hath 

knockt down Gulliver, I hope to see Popes Dullness knock down the Beggers Opera, but not till it hath 
fully done its Jobb (sic)" (The	Correspondence	of	Jonathan	Swift 278).	
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 The next footnote is another ethical appeal that reinforces Pope's character when it explains 

Pope's doom as "translating three whole years with Broome" (3.328).  This footnote explicitly 

removes any misreading of the satire with the comment that the author "concludes his Irony with 

a stroke upon himself: For whomever imagines this a sarcasm on the other ingenious person is 

greatly mistaken" (fn328 3.77).  Instead, this footnote is not sarcasm but an ethical appeal 

addressing early charges against Pope for using Broome and Fenton as assistants in his 

translation of The Odyssey.  Pope goes on to explain, "the opinion our author had of him was 

sufficiently shown, by his joining him in the undertaking of the Odyssey" and that Broome was 

rewarded with the payment of five hundred pounds despite not having a contract with Pope for 

the work (fn328 3.77).  Pope turns events on their head to present himself as having paid Broome 

in recognition of his work on The Odyssey, rather than as stipulated via his agreement with 

Broome.  This explanation tries to lessen the impact of Broome and Fenton working on the 

translation by suggesting they were more than just hired help (as there was no contract for their 

work) and that their skills as translators and poets was up to the task, so the translation was up to 

the standard of Pope's Iliad and his subscribers should not feel cheated.  This note also serves a 

second purpose too, for it reiterates Pope's thanking of Broome at the end of The Odyssey and 

publicly refutes criticism that he ill-used Broome and Fenton and his subscribers. 

In some places Pope used allographic footnotes with quotations from critics of the early, 

imperfect Dunciad to build an ethical appeal that shows Pope's skill as a poet.  When the 

"Cambridge Sophs and…Templars" (2.349) read aloud from Henley and Blackmore and 

conclude the games of Book II (335–397), a footnote reads, "all these lines very well imitate the 

slow drowsiness with which they proceed.  It is impossible for any one who has a poetical ear to 

read them, without perceiving the heaviness that lags in the verse to imitate the action it 
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describes" (fn358 2.50).  This footnote is cited as a quotation from Harte's Essay on the Dunciad, 

page 21.  It recalls Pope's comment on the use of Alexandrine in An Essay on Criticism and 

shows his reader via the second-hand commentary that he is capable of making the sound echo 

the sense, as a poet should.  Harte makes the ethical appeal on Pope's behalf and Pope simply 

reprints the quotation as an allographic footnote. 

These footnotes with appeals to ethos and pathos are then surrounded by other footnotes that 

provide information on the text, with or without additional commentary, and this intermixing of 

the several different kinds of footnotes works to elide the main intent of the two appeals; by 

obscuring his rhetorical moves in the footnotes with the sheer mass of them and the inclusion of 

allographic footnotes without further commentary, Pope reinforces his appeals to ethos and 

pathos by taking his reader's focus off the authorial and actorial nature of the majority of the 

footnotes.  Given such a barrage of commentary, that appears to be a conversation between Pope 

and other writers within early eighteenth-century print culture, we end up positioning ourselves 

alongside Pope and looking down upon the lesser writers of Grub Street as they futilely assault 

his poem.   With the mass of this fictional discourse, Pope has tricked us into accepting his 

appeals to ethos and to pathos and we do not question his suitability to comment upon the 

collected writings of his age and the resulting demotion of his critics to commercial and party 

hacks. 

But the overall conversation is not entirely fictional; the satire in The Dunciad Variorum 

produced its own, ongoing, argument between Pope and his Dunces.  The footnotes of The 

Dunciad Variorum were certainly read and, in some cases, responded to by his adversaries.  For 

instance, Edmund Curll's The Curliad.  A Hypercritic Upon the Dunciad Variorum.  With a 

farther Key to the New Characters includes clarifications and rebuttals of footnotes to 
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Scriblerus's "Testimonies of Authors" (4–5), attacks on Scriblerus's editorial footnotes (8), 

acknowledgment of Pope's corrections to Curll's previous attacks on The Dunciad in his 

publication of A Compleat Key to the Dunciad in 1728 (9) and attacks on Pope's own footnotes 

(10).  With such publications, the arguing critics of Pope's footnotes in The Dunciad Variorum, 

whether allophonic (having been brought into the text from external sources and put into motion 

by Pope's editing) or actorial (invented by Pope), spill out again into the real world.  Pope's 

presentation of himself as a greater poet than those he satirizes is further reinforced by their 

response to his satire, which then creates the reality of conversations around his poem that he has 

fictionalized in his satirical footnotes.  His verse shrugs off the writings of Curll and others in the 

same way as it shrugged off the writings of Scriblerus and the fictional Bentley.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                          

Pope's Translations of Homer 

This practice of placing of other critics alongside his verse, and then working with their 

commentaries to enhance the effect of his poem, is not unique to Pope's Dunciads.   He began 

using this technique in his translation of the Iliad.  This is also the place where Pope's rhetorical 

use of footnotes (or endnotes in this case) is fully developed – with the rhetorical figures in the 

verse echoing the discussion of rhetoric in the endnotes and providing amplification of the verse.  

Note that, unlike Pope's usual practice of amplification through footnotes, the writing process is 

somewhat inverted here; his verse is amplifying the commentaries of earlier authors that he has 

included in the endnotes, though we readers encounter the endnotes after the verse and see them 

– like the footnotes in his other poems – as amplifying Pope's writing.  In his translation of 

Homer's poem, Pope provides allographic endnotes from several critics of Homer and then he 

amplifies their points concerning the rhetoric in the poem with his own rhetorical figures in the 

verse.  Though the endnotes are located in a separate technological space from the verse, in 
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sections entitled "Observations on the nth Book" that directly follow the Book on which they 

comment, the reader who chooses to read the endnotes and then refer back to the relevant verse – 

as the layout of the observations following the verse enables – will find Pope's writing to be 

equal in rhetorical beauty to the actions being commented upon. 

By way of example, in Book IX, Eustathius provides commentary on the arguments between 

the Greek heroes.  He presents the justness of the speech and actions of the heroes in their 

attempts to reengage Achilles with the war and also, on a couple of occasions, points out the 

satire present in the verses of this book.  In doing so, Eustathius provides a second source to 

Pope's own for discussing the rhetorical moves in the poem. When Diomed criticizes 

Agamemnon's leadership after the King questions the courage of the Greeks, who were defeated 

by Hector and driven back to the fortifications protecting their ships, he declares to his King in 

front of the assembled Greeks,  

First let him speak, who first has suffer'd Shame. 
If I oppose thee, Prince! thy Wrath with-hold, 

The Laws of Council bid my Tongue be bold. 
Thou first, and thou alone, in Fields of Fight, 

Durst brand my courage, and defame my might; 
Nor from a Friend th' unkind Reproach appear'd, 

The Greeks stood witness, all our Army heard. 
The Gods, O Chief! from whom our honours spring, 

The Gods have made thee but by halves a King; 
They gave thee Scepters [sic], and a wide Command, 

They gave Dominion o'er the Seas and Land,  
The noblest Pow'r that might the World controul  

They gave thee not –a brave and virtuous Soul. 
Is this a Gen'ral's Voice, that would suggest 

Fears like his own to ev'ry Grecian Breast? 
Confiding in our want of Worth, he stands, 
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And if we fly, 'tis what our King commands. 
Go thou inglorious! from th' embattel'd Plain; 

Ships thou hast store, and nearest to the Main, 
A nobler care the Grecians shall employ, 

To combate, conquer, and extirpate Troy. 
Here Greece shall stay; or if all Greece retire, 

My self will stay, till Troy or I expire; 
My self and Stenelus, will fight for Fame; 

God bad us fight, and 'twas with God we came. 
 (TE 7.9.44–68)22 

 
Eustathius argues of this passage, "This is the language of a brave Man, to affirm and say boldly, 

that Courage is above Scepters and Crowns…With what Art and haughtiness Diomed sets 

himself indirectly above Agamemnon?" (fn53, TE 7.9.434).  Eustathius points out Diomed's 

indirect statement of his own courage, by his claim that Agamemnon was the first to ever "in 

Fields of Fight, / [to] brand [his] courage, and defame [his] might," and that his otherwise 

unquestioned courage raises his status above that of Agamemnon, despite the latter's criticism of 

him in Book IV (TE 7.9.47–48).  He further notes, of Diomed's statement that Agamemnon's 

ships lie "…nearest to the Main" (TE 7.9.62), that "there is a secret Stroke of Satyr in these 

Words:  Diomed tells the King that his Squadron lies next to the Sea, insinuating that they were 

the most distant from Battel [sic], and readiest for Flight" (fn62, TE 7.9.434).  Eustathius is 

showing the reader the extent of Diomed's criticism of Agamemnon here, for he both asserts his 

own courage in the face of possible defeat and shows Agamemnon as having hedged his own 

position from the beginning with the disposal of the ships.  

                                                        
22 I have reproduced Pope's version of this passage in full here, to aid my discussion of the 

passage and its various translations below. 
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Having claimed his right to speak first because Agamemnon first shamed him, Diomed passes 

over mentioning his own bravery and criticizes Agamemnon as lacking some of the qualities of 

kingship.  Pope's use of antithesis here, with the anaphoric "they gave thee/they gave thee not" 

structure, reinforces this superiority of Diomed's courage over that of Agamemnon by leaving his 

own, contrasting courage unsaid, and allows him to dismiss Agamemnon's proposal to quit the 

siege of Troy and to present himself through a zeugma as willing to stay "till Troy or I expire" 

(TE 7.9.66).  Eustathius comments on the rhetorical moves in the speeches of Homer's heroes in 

the endnote and Pope then reinforces the beauty of the characterization of Diomed with his own 

rhetorical figures in his translation, unlike other translators who work to maintain the literal 

meaning of the Greek.  For an example of the latter, Thomas Hobbes in his Homer's Iliads in 

English (1676) translates these sections as follows,  

Jove giv'n you has the right to be obey'd,  
And grac'd you with the title of our King, 

But has deny'd you a courageous Spirit,  
Which now is the most necessary thing. 

(Hobbes, Lib. 9.32–35) 
 

Hobbes uses anaphora here, as Pope later does, to contrast Agamemnon's royal status with his 

lack of courage but the effect is not as strong as Pope's anaphora combined with antithesis.  

Hobbes finishes Diomed's criticism of Agamemnon's desire to end the siege with the simple 

statement that, 

If none else stay, yet Sthenellus and I 
Will not give over fighting till we know 

To what side Jove will give the Victory. 
(Hobbes, Lib 9.38–43) 
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These are effective lines that appear to follow the Greek but, like Ozell and Broome's translation 

of Madam Dacier's prose translation of Homer and unlike Pope's verse, they employ few 

rhetorical figures (2.224–226).23  Eustathius' points about these sections still hold true, but it is 

only Pope's verse here that emphasizes the effectiveness of Diomed's argument with the use of 

several rhetorical figures such as anaphora, antithesis and zeugma to reinforce Eustathius' 

comments on the rhetorical beauties of the speech.  This is not to say that Pope was directly 

writing his couplets to conform to Eustathius' commentary, but that Pope recognized that such 

commentary on the rhetorical beauty of the poem would appear to reinforce his own poetic style 

with its closed couplets that are leavened with frequent rhetorical figures. 

   Pope's verse is more striking and effective than the other translations because Diomed, by 

linking his own fate to that of Troy through the zeugma, is not willing to return home in defeat.  

Unlike Hobbes's and Ozell and Broome's translations, it is Pope's verse with its beautiful 

couplets that reproduces the art remarked upon by Eustathius and amplifies the points made in 

the endnotes.  Pope's couplet, "They gave thee Scepters [sic], and a wide Command/…They gave 

thee not – a brave and virtuous Soul," presents Diomed as being more critical of Agamemnon's 

failings, for he criticizes him for a lack of virtue as well as a lack of courage (TE 7.9.53–56).  

This amplification continues in Diomed's declaration that he would stay and fight "till Troy or I 

expire," which is more hyperbolic than just pledging to stay until Jove decides the victory (TE 

                                                        
23 For assessing fidelity to the Greek I am relying on Richmond Lattimore's modern translation 

(1951), which attempts to "provide a rendering of the Iliad which will convey the meaning of the Greek in 
a speed and rhythm analogous to the speed and rhythm [he finds] in the original, (Translator's Note, 67).  
His translation of this passage in Book IX has Diomed saying to Agamemnon, "the son of devious-
devising Kronos has given you / gifts in two ways: with the scepter he gave you honour beyond all, / but 
he did not give you a heart, and of all power this is the greatest" (Book 9.37 – 39).  Diomed then declares, 
"still we two, Sthenelos and I, will fight until we witness / the end of Ilion; for it was with God that we 
made our way hither" Book 9.48 – 49).  These two sections line up well with Hobbes' version and Ozell's 
translation of Dacier.  Pope's translation is stronger because his use of antithesis captures the deviousness 
of Kronos' gifts without having to use the epithet.	
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7.9.66).  Pope's verse raises the stakes of Diomed's speech and presents the haughtiness that 

Eustathius remarks on in the endnote, for Diomed not only questions the King's courage but also 

his virtue and then bets his own life on staying to fight the Trojans.   

This dramatic, rhetorical language continues when Nestor speaks after Diomed, for Eustathius 

observes, "Nestor could do no less than commend Diomed's Valour, he had lately been a witness 

of it…" (fn73 TE 7.9.436) before showing the reader that, with "Curs'd is the Man, and void of 

Law and Right/…" (TE 7.9.87), "Nestor…very artfully brings in these Words as a general 

Maxim, in order to dispose Agamemnon to Reconciliation with Achilles: He delivers it in general 

Terms and leaves the King to make the Application" (fn87 TE 7.9.436).  Here, Eustathius spells 

out the rhetorical cleverness of Nestor in using a maxim to reinforce his point that Agamemnon 

must be worthy of his position in his speech to the assembled Greeks.  Hobbes translates this as 

"none but such as have no Law, nor Kin, / Nor House, in civil discord can delight" (Lib. 9.57–

58) and Ozell and Broome's prose reads, "unjust, unnatural, inhumane, he That [sic] loves a War, 

horrid, intestine War!" (2.9.227).  Both of these selections present the maxim that Eustathius 

approves of, that it is not failure in a ruler to avoid unnecessary internal conflict, but they do 

nothing to signal the importance of Nestor's argument.  Unlike the other examples, Pope 

reinforces the maxim with a use of antithesis and chiasmus in the following lines, where Nestor 

argues that such a man would be "Unfit for public Rule, or private Care" because he was a 

monster "whose horrid Joy [was], / To tear his Country, and his Kind destroy!" (TE 7.9.89–92).  

Eustathius's commentary on the lines in Homer shows how rhetorically effective the expressions 

are, and Pope's verse recreates this in his own translation by the use of rhetorical figures: in this 

case, the antithesis of public and private and the chiasmus linking public and private and 

destruction of country and kindred.  Like the figures in Diomed's speech above, these figures 
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work as further amplification of the rhetoric discussed in Eustathius's commentary and reinforce 

the beauties of Homer's poem with the artfulness of Pope's verse.  Again, though I am not 

suggesting that the verse is written specifically for the commentary, Pope's closed couplets are 

shown at their best by his selection of the accompanying endnotes.  Pope is choosing to provide 

allographic endnotes that when read and correlated with his verse amplify his verse. 

Similarly, in Book X, Eustathius focuses on the beauties in Homer's verse.  He primarily 

discusses Homer's characterizations of the Greek heroes as they organize their expedition into 

the Trojan camp, though he also provides supporting commentary on the sublimity of one 

passage and notes the repetition of the verses between books in another passage.  Eustathius 

states of Homer's characterizations, "I fancy it will be entertaining to the Reader to observe how 

well the Poet at all times suits his Descriptions to the Circumstances of the Persons" (fn27 TE 

8.10.3) before going on to discuss Homer's characterization of Nestor in this book.  Eustathius 

further notes of Nestor's treatment here, "It is a Pleasure to see what Care the Poet takes of his 

favorite Councellor [sic]: He describes him lying in a soft Bed, wraps him in a warm Cloak, to 

preserve his Age from the Coldness of the Night; but Diomed, a gallant young Hero, sleeps upon 

the Ground in open Air; and indeed every Warrior is dress'd in Arms peculiar to that Season" 

(fn27 TE 8.10.3).  Pope takes this description of Nestor lying in bed further than in the other 

translations through the use of enargia, or lively description, with epithets for every item that he 

describes in Nestor's tent – reinforcing Eustathius' comment about the care the poet takes in his 

description of Nestor and contrasting with Hobbes' and Ozell's much plainer listings of the items 

in the tent (Lib. 10.62–67 and 3.10.9).  But it is in his translation of the storm in Agamemnon's 

breast that Pope shines in this book.  Pope writes of Agamemnon's sleepless night after the 

refusal of Achilles to return to the battle:  
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His Country's Cares lay rowling in his Breast. 
As when by Light'nings Jove's Aetherial Pow'r 

Fortells the ratling Hail, or weighty Show'r,  
Or sends soft Snows to whiten all the Shore, 

Or bids the brazen Throat of War to roar; 
By fits one Flash succeeds, as one expires, 

And Heav'n flames thick with momentary Fires. 
So bursting frequent from Atrides' Breast, 

Sighs following Sighs his inward Fears confest. (TE 8.10.4–12) 
 

Eustathius observes of the lines where Jove's "Aetherial Pow'r…bids the brazen Throat of War to 

roar" (TE 8.10.5–8), "There is something very noble and sublime in this Image: the vast Jaws of 

War is an Expression that very poetically represents the Voraciousness of War, and gives us a 

lively Idea of an insatiate Monster" (fn8 TE 8.10.2).  Pope builds up the sublime image in his 

own work with the use of climax: the storm imagery increases from hail and showers to then 

briefly pause with the alliterative "sends soft Snows" before rising again with the roaring of the 

brazen throat of war and the vivid description of the lightning storm's flashes succeeding upon 

each other so rapidly that "Heav'n flames thick with momentary Fires" (TE 8.10.5–10).  The 

other translations examined here do not have such a sublime moment.  Pope uses 

antiprosopopoeia – or the inverse of personification – to keep the epic simile consistent and to 

carry its energy through the passage.  He does this with the substitution of Jove bidding "the 

brazen Throat of War to roar" to represent what Hobbes terms Jove "punishing the proud by 

War, / So frequent then were Agamemnon's fights" or Ozell calls Jove exciting "to Arms Two 

Nations, and disclos[ing] the Jaws of War," so that Agamemnon's pride and restlessness become 

the windstorm rather than just being represented by storm imagery (TE 8.10.8; Hobbes, Lib. 

10.7–8; Ozell, 10.5).  Unlike the literal translations of Homer from Hobbes and Ozell, the 
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moment in Pope's version is more sublime because the sound here echoes the sense, as it were, 

with the storm in Agamemnon's breast becoming physical with his moans and cries and the 

metaphor of the horn-like roaring of the "brazen Throat of War" staying consistent with the 

blowing winds of the storm, unlike the incongruous use of "Jaws" in the more direct translations. 

 Pope's tightening of the verse and imagery continues throughout the poem.  A good example 

occurs when Eustathius comments upon the justness of Homer's descriptions in Book XI.  He 

notes of Hector moving among his troops during the attack on the Greek ships, "As the red Star 

now shows his sanguine Fires / Thro' the dark Clouds, and now in Night retires" (TE 8.11.83–

84),  "Here we see Hector beautifully drawn in Miniature.  This proceeded from the great 

Judgment of the Poet: 'twas necessary to speak fully of Agamemnon, who was to be the chief 

Hero of this Battel [sic], and briefly of Hector, who had so often been spoken of at large before.  

This is an instance that the Poet well knew when to be concise, and when to be copious.  It is so 

lively, that we see Hector sometimes shining in Arms at the Head of his Troops: and then 

immediately lose Sight of him, while he retires in the Ranks of the Army" (fn83 TE 8.11.38).  

Pope recreates the imagery in his own verse, where Hector, like 

…the red Star now shows his sanguine Fires 
Thro' the dark Clouds, and now in Night retires; 

Thus thro' the Ranks appear'd the Godlike Man, 
Plung'd in the Rear, or blazing in the Van; (TE 8.11.83 -86) 

 
Pope shows the importance of this image by creating a chiasmus across the two couplets, with 

"sanguine Fires" and "blazing in the Van" crossed with "Night retires" and "Plung'd in the Rear."  

Hector may be little mentioned here, but Pope shows he is still an important hero, and more 

important than Agamemnon, by stressing his appearances and movement among his troops with 

a chiasmus.  In contrast to Pope's tight chiasmus here, Hobbes and Ozell's translations are much 
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plainer.  Hobbes presents Hector during the Trojan attack, moving back and forth among his 

troops,  

As when a Star does through the Clouds appear,  
And presently again is covered;  

Sometimes i' th' Front was, sometimes in the Rear  
Giving command; his Arms like Lightning show. (Lib. 11.65–69) 

 
But Hobbes has Hector's movement parallel the simile, which causes the image of him inspiring 

his troops to blend into the whole of the epic simile that continues with the image of the Greeks 

and Trojans mowing each other as barley and wheat (Lib. 11.70–75).  Similarly, Ozell states, 

"As the pernicious Dog-Star from the Skies Now shines illustrious, then behind the Clouds Veils 

all his Glory, and withdraws his Light: So Hector sometimes in the Front appear'd, then to the 

Rear retired, to give his Orders" (11.42–43), which also keeps the imagery parallel with the 

simile here.  It is only Pope's version that tightens the scene with the use of a chiasmus that 

makes the appearance of Hector among his troops memorable. 

Echoing this treatment of Hector, Eustathius says of Homer's mention of Achilles in line 143, 

"This is a very artful Conduct, by mentioning him so frequently, he takes care that the Reader 

should not forget him, and shews the Importance of that Hero, whose Anger is the Subject of his 

Poem" (fn143 TE 8.11.42).  Here, where Agamemnon triumphs over two of Priam's sons, 

Achilles is mentioned in the simile.  The amplification of Achilles's presence during the 

description of Agamemnon's battle with Priam's sons shows, even in his personal successes in 

battle, Agamemnon cannot escape the presence of Achilles.  In this moment of glory as he leads 

the Greeks into battle against the Trojans, Agamemnon has to deal both with Hector's refusal to 

fight him even as Hector moves into and out of view among the troops and with Achilles's 

constant presence even as he refuses to participate in the war.  In these examples, Pope has 
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chosen commentary from Eustathius that comments on the artfulness or liveliness of Homer's 

poem and highlights how his verse also lives up to that commentary; the endnotes work to 

amplify the verse. 

In addition to using these endnotes to amplify the beauty of his own verse, Pope also uses the 

commentary from Eustathius to build up his authorial ethos and to connect his verse with that of 

other great English poets and translators.  For example, in an endnote that is supposedly 

providing an historical commentary, Eustathius states of Eris rousing the Greeks to Arms with 

"the loud Orthian Song" of line 14, "This is a kind of an Odaic Song, invented and sung on 

purpose to fire the Soul to noble Deeds in War.  Such was that of Timotheus before Alexander 

the Great, which had such an Influence upon him, that he leap'd from his Seat and laid hold on 

his Arms" (fn14 TE 8.11.35).  But even such factual notes have additional, rhetorical, uses for 

Pope, for this note connects the image of Eris thundering her alarm to the Grecian fleet with the 

use of music to inspire men in Dryden's Alexander's Feast; or, the Power of Musique.  An Ode, 

in Honour of St. Cecilia's Day (1697). With the inclusion of this endnote from Eustathius, Pope 

links his translation of Homer explicitly to Dryden's earlier Alexander's Feast rather than leaving 

the allusion potentially unrecognized by his audience and Pope connects his own translation of 

Homer back to Dryden, who had translated "The First Book of Homer's Ilias" in Fables Ancient 

and Modern; Translated into Verse, from Homer, Ovid, Boccace & Chaucer: with Original 

Poems (1700), which also contained a reprinting of Alexander's Feast.  Pope was certainly aware 

that contemporary readers would link the commentary about Timotheus and Alexander with 

Dryden, for Dryden was known for his poem on that same subject, but Pope is also inviting his 

reader to make an additional connection to Dryden's translation of the Iliad by making this 
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connection to Alexander's Feast in the endnotes to Book XI of his own Homer translation.24  

Having tied his translation of Homer back to Dryden's works, Pope would go on to write The 

Dunciad Variorum as a successor to Mac Flecknoe (1682), "to which [it] bears some 

resemblance; tho' of a character more different from it than that of the Aeneid from the Iliad" 

(fn2 TE 5.2.98), again linking himself to Dryden as his immediate predecessor among the great 

English poets and placing the two of them in relation to Homer and Virgil. 

Pope saw himself as Dryden's successor, but he also acknowledged his debt to him as a poet.  

In his interviews with Joseph Spence, later published as Anecdotes, Observations, and 

Characters, of Books and Men.  Collected from the Conversation of Mr. Pope, and Other 

Eminent Persons of his Time.  By the Revered Joseph Spence (1820), Pope states, "I learned 

versification wholly from Dryden's works; who had improved it much beyond any of our former 

poets; and would, probably, have brought it to its perfection, had not he been unhappily obliged 

to write so often in haste" (281).25  Since Pope had no need to write in haste, especially once his 

Homer translations had given him financial independence for the remainder of his career, these 

views suggest he saw himself as the one who would bring English versification to perfection as 

the successor to Dryden.  The endnote referencing "Alexander's Feast" works as amplification of 

both the connection between Dryden's poem and Pope's translation and the presentation of Pope's 

authorial ethos as Dryden's heir. 
                                                        

24 This allusion was a subtler way of linking his writing to Dryden than his earlier "Ode for 
Musick on St. Cecilia's Day" (from his 1717 Works), which invited direct comparison of the same subject 
matter.  In later life Pope remarked to Joseph Spence, "it was at the request of Mr. Steele that I wrote 
mine; and not with any thought of rivaling that great man, whose memory I do and always have 
reverenced" (158). 

25	Pope claimed to have written quickly too, with Spence noting him as saying, "the things that I 
have written fastest, have always pleased me the most," and then pointing out the various works of his 
that he wrote quickly, such as the Essay on Criticism, The Rape of the Lock, his Iliad translation, etc. 
(142).  But Pope had the luxury to follow Horace's maxim and not rush to publication, for he also 
observed to Spence, "my Essay on Criticism was written in 1709; and published in 1711; which is as little 
time as I ever let anything of mine lay by me" (170).			
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In another example of his "merely" factual comments concerning the plot of the poem, 

Eustathius says of Homer's decision to relate the funeral games for Patroclus, "he chuses [sic] 

this peculiar Time with great Judgment.  …Hector being dead, all Troy is in Confusion…and 

therefore the Poet could not possibly have chosen a more happy Opportunity" (fn321 TE 

8.23.502).  Pope uses this endnote to explain the change in action of the poem as it moves from 

the battle before Troy to the aftermath of the Wrath of Achilles.  He uses Eustathius to reinforce 

his own observation that, despite the main action of the poem having ended in Book XXII, what 

Homer  

undertook to paint was the Anger of Achilles: And as that Anger 
does not die with Hector, but persecutes his very remains, so the 
Poet still keeps up to his Subject… And as this survives Hector, 
and gives the Poet an Opportunity of still shewing many sad 
effects of Achilles's Anger, the two following Books may be 
thought…essential to the Poem. (Opening footnote TE 8.23.485–
486). 
 

Eustathius's later endnote, located after Pope's endnote in the technological space of this text, is 

amplification that reinforces Pope's own thoughts on the relevance of these two books.  The 

suitability of the funeral games as a subject is made relevant by the timing of the games in a 

break in the action and by their ability to further show the fallout from the Achilles' wrath. 

Unsurprisingly, given the amount of time that Pope devoted to it, his translations of Homer 

influenced his own post-Homer work.  As Mack observes, there is an "interpenetration" of their 

two worlds (Introduction TE 7.ccxxiv).  He argues Pope's assumption of the epic posture of "the 

single hero…defending…against overwhelming odds" was an outcome of his translations of 

Homer (Introduction TE 7.ccxlviii–ccxlix).   Mack writes, "perhaps it is not accidental that the 

only English satirist who assumes this posture often, and so boldly that it becomes almost his 

trademark...should be the poet who spent nearly two decades of his life in intermittent translation 
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of Homer" (Introduction TE 7.ccxlviii–ccxlix).  Pope's epic posture, as a lone hero fighting the 

forces of poetic darkness, would come to a height in The Dunciad Variorum of 1729.  Pope 

would also employ the multiple voices developed in his Homer translations in the apparatus of 

The Dunciad as well but, unlike their deployment in the Iliad, these voices would work against 

the text and the reader rather than supporting the text and providing a desired reading of the text 

for the reader. 

In the case of the Iliad, Pope is looking at Homer's work from the position of an artist and he 

hopes to capture the artistic beauty of the originals in his translations.  Throughout his 

translations, his observations present to his reader a collection of learned commentary that 

supports this viewpoint and these allographic voices, guided by Pope, work in concert to provide 

the reader with an understanding of the rhetorical and poetic beauties present in Homer's poems.  

Pope's translation of the Iliad is also the point where his poetics of annotation, or his various 

uses of footnotes, annotations and observations, starts to take on a fullness of shape.  Unlike the 

footnotes to his earlier poems, which primarily operate as ethical moves to strengthen Pope's 

authority as an author, the observations on his translation of the Iliad work as ethical, pathetic 

and logical moves.  They do help to strengthen his authority as a translator, with the inclusion of 

previous authorities on Homer, but they also explain his intentions and techniques to his readers.  

The observations point out the rhetorical figures and the sublime in Homer's poem and, in doing 

so, they also reinforce the rhetorical figures within Pope's own couplets, indicating his 

understanding of and reproduction of the spirit or fire of the poems within his own verse. 

Having developed this practice of amplification via the endnotes in the Iliad, Pope turned this 

technique against his literary foes in The Dunciad Variorum in 1729 by assuming his own 

authorial ethos as insurmountable and using the footnotes to present his opponents as 
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incompetent and ridiculous.  The amplification of the footnotes works to undermine the authorial 

ethea of his targets through appeals to pathos and to present him as the authority on who are 

great writers and who are hacks in the literary milieu of early eighteenth-century London.  Post-

Dunciad, Pope would use his established authorial ethos to move beyond criticism of his literary 

enemies to criticism of the political culture that inspired and employed such hack writers.  In his 

later writing he would use this practice of providing authorial, allographic and actorial footnotes 

that he began in his early poems, further developed in his translation of the Iliad and fully 

established in The Dunciad Variorum to amplify his attacks on Sir Robert Walpole, the Court 

Whigs and their writers, who he saw as the source of corruption of taste, and virtue.  



113 

 

Chapter 4 

Pope's Later Career: A Poet in Political Opposition and his Commentator 

The footnotes in Pope's works after The Dunciad Variorum are also rhetorical and also use 

amplification as their primary rhetorical figure, but Pope now deploys them for other purposes 

than just to demonstrate his authorial ethos or use his ethos to attack the Dunces.  These later 

footnotes largely fall into two categories, Pope's authorial footnotes and Warburton's allographic 

footnotes, but the former can be subdivided into sub-types that are used for different purposes: 

showing support for the Tories in opposition to Sir Robert Walpole, showing support for the 

Whigs in opposition to Walpole, presenting criticism of Walpole's Whig administration, and 

presenting Pope and his friends to posterity.  In contrast to these politicized footnotes, the 

footnotes by Warburton are merely explanatory but the decision to employ Warburton as his 

commentator is another rhetorical move to build up Pope's ethos as a great English poet.  In all of 

these cases, Pope is using the authorial footnotes to his verse to present his authorial ethos to his 

readership as he deploys that ethos in support of the opposition to Walpole and it is this shift in 

the use of footnotes from building up his own ethos to using that ethos as a position from which 

to criticize Walpole's administration and, alongside Warburton's allographic commentary, to 

present Pope and his friends for posterity that is the critical change here. 

The frequency of footnotes to Pope's verse also shifts here because the works following The 

Dunciad Variorum in 1729, and especially following An Essay on Man in 1733, show a lack of 

footnotes when compared to his earlier works.  For example, the first edition of An Epistle to 

Cobham contains only minimal footnotes.  There are three footnotes in total and they, at first, 

appear to only provide information that clarifies the points being made in the verse.  The first 
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footnote explains of "Shall only Man be taken in the gross? / Grant but as many sorts of Mind, as 

Moss" (18) that "there are above 300 Sorts of Moss observed by Naturalists" (TE 3-2 fn18, 17), 

while the later footnote explains that the Charles and Philip referred to on line 60, where "the 

same adust complexion has impell'd / Charles to the Convent, Philip to the Field," are Charles V 

and Philip II (TE 3-2 59–60 and fn60, 19).  It is not until Warburton's footnotes to the 1744 and 

1751 editions of the Works that the latter footnote is embellished to show that "both the princes 

act contrary to their Character" (TE 3-2 fn60, 19–20).  Again, Pope's explanatory footnotes work 

as amplification and help to emphasize the points being made in the verse, as will be shown 

below, but the number of footnotes is limited.  This reduction in quantity suggests that the 

footnotes, which work through amplification, are targeted to present only the particular persons, 

places and ideas that Pope wanted to draw attention to or stress for his readership rather than to 

provide an extensive commentary or a complete key here as they did in his translation of Homer 

and in his Dunciad Variorum.   

This practice of not providing a key to the poem in the footnotes is questioned by Swift in a 

letter of 1732/1733: "Your poem on the Use of Riches hath been just printed here, and we have 

no objection but the obscurity of several passages by our ignorance in facts and persons, which 

makes us lose abundance of the Satyr" (Correspondence 3, 343).  For Swift, an extensive key to 

the satire would be appreciated, and he goes on to offer, "had the printer given me notice, I 

would have honestly printed the names at length, where I happen to know them; and writ 

explanatory notes, which however would have been but few, for my long absence hath made me 

ignorant of what passes of the scene where I am" (Correspondence 3, 343).  This letter suggests 

a desire for such keys and commentary for readers outside of London, a case that Swift had 

argued in the past with previous publications of Pope's, but Pope does not provide such 
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explanatory notes full of local details here.  Instead, Pope provides footnotes for historical 

royalty and Natural Philosophy, and these "explanatory notes" for such famous figures and for 

the "unnecessary" detail concerning the many known types of moss suggests the footnotes are 

not strictly or solely informational.  By providing footnotes only for particular persons being 

criticized or celebrated, Pope can focus his reader's attention on those examples and the 

individual amplification of each selected verse by the corresponding footnote becomes 

rhetorically stronger through its specificity rather than through an overwhelming weight of 

numbers.  The first footnote, referencing the 300 kinds of moss observed, is an ironic criticism of 

empiricism that mocks the Natural Philosophers of the Royal Society for knowing such details 

when they do not know themselves.  Pope criticizes them for not studying the subject most 

worthy of human study, for "the proper study of Mankind is Man" as he phrased it in An Essay 

on Man, and for what he sees is a tendency to fall into the fallacy of cum hoc ergo propter hoc 

(TE 3-1 Epistle 2, 2, 53).26  Pope further argues we "grow more partial" to our own observations 

and this leads to the mistake of drawing conclusions through intuition rather than reasoned ideas 

and causes us to "from the apparent What conclude the Why" (11–52).  His argument in these 

lines is that, when studying history, men attempt to infer "the Motive from the Deed" but this is 

not possible (53).  Instead, for Pope, it is chance and caprice that cause men's actions and give 

the lie to divining their intentions.  He gives the examples of Charles V and Philip II, where the 

footnote amplifies the point being made about our inability to understand our own motivations 

and those of others.  If Emperors and Kings were incapable of operating solely by reason, then 

lesser mortals would be no better.  Again, this is a criticism of empiricism and Whig ideas 

                                                        
26 The fallacy of cum hoc ergo propter hoc is distinct from the fallacy of post hoc ergo propter 

hoc, or the more common form of correlation does not imply causation, in that it allows for the possibility 
that the mistaken causal relationship can occur in either direction.	
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concerning the supremacy of reason, like the first footnote about the numbers of types of moss, 

and both of these footnotes amplify each other and the points being made in the verse. 

These post-Dunciad poems begin with Pope's Epistle to the Right Honourable Richard Earl of 

Burlington in 1731 and end with the deathbed edition of his Works in 1744 and they comprise 

what Seth Rudy in "Pope, Swift and the Poetics of Posterity" (2011) calls, "a prolonged effort to 

solidify the images of [Pope] and his friends" (16).  But in the moral epistles and the Horatian 

imitations published in this phase of his career, with the "political effrontery they thinly veil," 

Pope also involves himself in contemporary politics and turns away from most of his literary 

disputes with the Grub-Street hacks (Rudy 18).  These early post-Dunciad works correspond to 

the revival of the Whig and Tory opposition to Walpole that had formed around Frederick, 

Prince of Wales in the 1730s (Butt xxxiii–xxxvii); Pope chose to use his position as the greatest 

living English poet in service to his political as well as his literary friends.27  

With his authorial footnotes in these poems, he celebrates his friends among the opposition in 

the House of Lords and uses those friendships to criticize the Hanoverian-Whig politicians of 

Walpole's administration and, in doing so, he builds up his own character through his 

associations.  For example, Pope writes in the An Epistle from Mr. Pope, to Dr. Arbuthnot 

(1734/35) of the Dunces' "abuse of all he lov'd, or lov'd him" (336).  He then explains that this 

line refers to his friends, "the Duke of Buckingham, Earl of Burlington, Bishop Atterbury, Dr. 

Swift, Mr. Gay, Dr. Arbuthnot…" (fn336, 17).  Pope links himself to the Tory – and potentially 

Jacobite – opposition via Swift, Buckingham and Atterbury and to the Whig opposition via 

Burlington and places the blame for the Dunces' attacks on them in print on his own head 

                                                        
27 Pope took a hiatus from these direct attacks on the Whigs in 1734 but his interest in politics 

would revive in 1737 (John Butt, Introduction xxxvii).   
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because of his insistence on truth and virtue in his writings and his connections to them via 

friendship, placing himself and his character at the centre of relations between the Dunces, their 

Whig patrons, and his friends in the opposition.  This is an ethical move that places Pope in the 

centre of the political landscape and presents him as a central "defender of the faith" for the 

opposition against the corrupting influences of Walpole and his supporters. 

It is important to note here that, for Pope, the terms "virtue" and "vice" were political, as F. W. 

Bateson explains, because "Pope's 'virtue' was closely related…to Bolingbroke's 'patriotism'" 

(Introduction xlii).  Therefore, Pope's assertion in The First Satire of the Second Book of Horace 

that, despite his insistence that he was apolitical in his satire, "In Moderation placing all my 

Glory, / While Tories call me Whig, and Whigs a Tory" (66–67), his assertion that he was "TO 

VIRTUE ONLY and HER FRIENDS, A FRIEND" (118), should be read as clearly placing him 

among the opposition to Walpole.28  He builds upon his own ethos by showing his connections to 

friends among the opposition to Walpole's administration and by puffing up his own importance 

and virtuousness in comparison to his enemies. 

But Pope does not just name his friends and enemies in his footnotes; by selectively naming 

his friends and enemies, Pope can also imply others who are not named.  These omissions can 

either support groups or persons not directly named or they can attack others by implication, as 

in the footnote about the London column in Pope's Of the Use of Riches, An Epistle to the Rt. 

Honourable Allen Lord Bathurst in 1732/33.  Here, for example, Pope generalizes his criticism 

of the Whigs.  He footnotes his tale about Balaam, who lived "where London's Column, pointing 

at the skies" (339), was built "in Memory of the Fire of London, with an Inscription importing 

that City to have been burn'd by the Papists" (TE 3-2 fn339, 121).  As Bateson observes in his 
                                                        

28 For views of virtue's being related to the Country Party and vice to the mercantilist Whigs of 
London, see F. W. Bateson's comments in his Introduction to TE III-ii, xl–xlii. 
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own footnote on this line, "the inscription…was erased in James II's reign, restored in William 

III's, and finally erased in 1831" (TE 3-2 fn339, 121).  Pope's footnote for London's Column ties 

Balaam's tale to the Williamite and Hanoverian Whigs of his day, rather than all of the Protestant 

population of London, because it was this faction that enabled the succession of William III to 

the throne and, indirectly, restored the inscription on the column.  This information should have 

been common knowledge in the 1730s, since there is no clarification in Pope's footnote, so 

Pope's purpose here is not explanatory.  Instead, he connects the column's inscription and 

Balaam's story with the Whigs through the footnote.  This use of implication continues in other 

footnotes in Pope's post-Dunciad works and some of these footnotes also include epideictic 

rhetorical moves and praise or blame the persons named or implied in the verse. 

The first of Pope's "Ethic Epistles" was the Epistle to Burlington (1731), where Pope used the 

occasion of Burlington's publication of The Designs of Inigo Jones, Consisting of Plans and 

Elevations for Publick and Private Buildings.  Publish'd by William Kent With some Additional 

Designs (1727) to celebrate Burlington's display of taste in contrast to the false tastes of the 

Whig government under Walpole.29  The poem has a footnote on Stowe that works as an indirect 

epideictic footnote aimed at Viscount Cobham, amplifying the point that Pope is making about 

taste in the poem and emphasizing Stowe's position as a prime example of the naturalized 

landscaping work of Charles Bridgeman, William Kent and Capability Brown (TE 3-2 fn70, 

143).  The footnote does not provide new information to Pope's readers but points out that the 

Stowe referred to in the verse is "that Stowe," or Stowe House, which was famous at the time as 

                                                        
29 Bateson gives Burlington's Fabriche antiche disegnate da Andrea Palladio Vincentino (1730) 

as the work being referenced here but he notes, "this only included Palladio's drawings of the Roman 
baths" and that "it seems certain that Pope is referring to a projected second volume, which was not, as far 
as is known, ever issued" (fn1 TE 3-2.128).  The work by William Kent above contains several of 
Burlington's copies of Palladio's drawings. 
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the "Seat and Gardens of the Lord Viscount Cobham in Buckinghamshire" that was designed by 

William Kent and Charles Bridgeman (TE 3-2 fn70, 20), and amplifies the appropriateness of 

Stowe as "a Work to wonder at" (70).30  It calls our attention to the gardeners and gardens that 

are being footnoted, making Pope's readers aware that these are significant examples in the 

context of the poem and its argument concerning good taste.  But this footnote also serves a 

second purpose because, by celebrating the gardens of Stowe, Pope can also celebrate the taste of 

Sir Richard Temple, 1st Viscount Cobham, who was a friend of Pope despite being a Court Whig 

and supporter of Walpole.  The use of Stowe is a form of antonomasia, where the garden stands 

in for Cobham, and an epideictic rhetorical move allowing Pope to single-out and praise a 

noteworthy and virtuous member of the Walpole faction, who was also associated with Pope, and 

to separate him from the rest of Walpole's administration – while appearing merely to be 

discussing taste in gardening and celebrating his apolitical friend Burlington's publication of 

Palladio's architectural designs. 

Pope's Praise of the Tory Opposition to Walpole: 

Following the Epistle to Burlington, Pope shifted his praise to the Whig opposition to 

Walpole's administration in An Epistle to Bathurst.  In this poem he contrasts Lord Bathurst's use 

of wealth with that of the Whig ministers and their hangers on and supporters.  This builds upon 

the theme of taste that Pope presented in the earlier poem to Burlington.  The change of 

addressee signals a shift from Pope's longtime friends in Parliament, such as Burlington, to more 

general support for the opposition to Walpole.  Pope's first footnote is for the couplet, "Once, we 

confess, beneath the Patriot's cloak, / From the crack'd bag the dropping Guinea spoke" (65–66), 

                                                        
30 Stowe Gardens are still famous as an example of an eighteenth-century landscape garden that 

was designed by William Kent and, later, Capability Brown.  The gardens are now held by the National 
Trust in the UK (Stowe).   
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where he notes, "this is a true Story, which happened in the Reign of King William, to an 

eminent unsuspected old Patriot…" (TE 3-2 fn65, 92). This footnote does not name the actual 

person involved in accepting the bribe, who is taken to be Lord Musgrave, but merely alludes to 

Musgrave via the assertion that the story is true.  However, the footnote brings our attention to 

the story and the warning that even our staunchest allies can be corrupted.  Musgrave is named 

here as an "old Patriot," for he was a Tory politician, and with this label Pope signals a 

connection to and a warning for the Whig "boy patriots" in opposition to Walpole. 

He contrasts such behaviour with that of the Man of Ross, about whom Pope provides a 

footnote later in the poem.  When he states, "Of Debts, and Taxes, Wife and Children clear, / 

This man possest––five hundred pounds a year" (280), Pope notes, "this Person who with no 

greater Estate, perform'd all these good Works, and whose true name was almost lost (partly by 

having the Title of the Man of Ross given him by way of Eminence, and partly by being buried 

without any Inscription) was called Mr. John Kyrle.  He died in the year 1724, aged 90, and lies 

buried in the chancel of the church of Ross in Hertfordshire" (TE 3-2 fn250, 113).31  Pope is 

identifying the Man of Ross in order to reinforce the example's veracity. The footnote addresses 

the importance not of the Man of Ross himself but of his lack of a substantial fortune.  In 

contrast to the misuse of fortunes in other lines, Pope is stressing the amount of good work that 

can be done with more limited means and a humble character.  He also stresses the truth of the 

both the tale of the Man of Ross and the man himself when he states in another footnote, "Go, 

search it there, where to be born and die, / Of rich and poor makes all the history" (287–288).  He 

clarifies that he means "the Parish-Register" (TE 3-2 fn287, 116) and not the Church itself, for 

                                                        
31 The Twickenham Edition cites this footnote at line 250 ("Rise, honest Muse! And sing the 

MAN of ROSS," as per later editions while it appears at line 280 in the first and second editions (1732–
1733). 
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the Man of Ross left no monuments, inscriptions, or gravestone listing his own good works in the 

Church.  These footnotes appear aimed at contemporary readers, where Pope's use of the term 

"Patriot" and his suggestion to see the "Parish-Register" would key his readers to the intended 

meaning of his examples: the newer boy patriots, like the Tory patriots of old, should beware of 

corruption by Walpole; and all men are equal in the Parish Register, whether as newborns or the 

recently deceased, so we should strive to be remembered for virtue rather than vice or modest 

behavior rather than excessive self-commemoration – again, a political commentary in favour of 

the Country Party.   

Pope's favouring of the Country Party continued in his translation of The First Epistle of the 

First Book of Horace Imitated of 1737.  With his return to political writings in 1737, Pope 

increased his attacks on the Walpole administration and expanded his criticisms to the King 

himself and praised opponents of the regime like Swift and Bolingbroke (Butt xxxviii).  This 

translation is Pope's most direct attack on Walpole's Whigs, so it is no surprise that he dedicates 

this epistle to his friend Henry St John, Viscount Bolingbroke, the spiritual leader of the 

opposition to Walpole and a former Tory minister in Robert Harley, Earl of Oxford and Earl 

Mortimer's administration under Queen Anne (1710–1714).  Pope addresses his friend 

Bolingbroke in "the most reverential terms" (Butt xxxviii) and contrasts his actions with the 

behaviour of the London Cits and the Court Whigs, who are too focused on gaining wealth and 

place to give time or thought to pursuing "virtue."  Declaring himself as "Still true to Virtue" 

even though he is only "Sometimes a Patriot," Pope celebrates Bolingbroke's and his own 

position as opponents of Walpole even as he recognizes his own looser association with the 

Country Party.  What is interesting here is Pope's lack of footnotes.  He sees no need to amplify 

the majority of the verse with footnotes, or to use this space for ethical or pathetic appeals.  
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Instead, Pope provides only one explanatory footnote for the line "you think this Madness but a 

common case, / Nor once to Chanc'ry, nor to Hales apply;" (75), that Hales is "the Doctor of 

Bedlam" (footnote, 21).  This note reinforces the equating of the Court of Chancery with 

Bethlem Hospital as equally suitable locations for madness, amplifying the equating of the law 

courts with the madhouse and also amplifying Pope's illustration of Bolingbroke's fidelity to their 

friendship – which survives the political events of their times, for Bolingbroke does not criticize 

Pope for his political moderation but only for failures of taste and decorum.  Again, Pope's 

authorial footnote works as amplification for the point he is making in the verse – repeating the 

major point that Bolingbroke is a true and faithful friend and providing clarification of meaning 

– but it also performs an epideictic role for Pope, emphasizing his own virtue through his 

personal connection to the spiritual leader of the opposition. 

Pope's Praise of the Whig Opposition to Walpole 

Pope continues this support of the Country Party with An Epistle to the Right Honourable 

Richard Lord Visc. Cobham in 1733/34.  The poem is addressed to his friend, Sir Richard 

Temple, who had recently joined the opposition Whigs from the government benches, and it 

celebrates Cobham's love of his country (Gerrard, The Patriot Opposition to Walpole: Politics, 

Poetry, and National Myth, 1725–1742 69).  This praise of the Whig opposition to Walpole 

culminates in the two dialogues of One Thousand Seven Hundred and Thirty Eight (1738), 

otherwise known as the Epilogue to the Satires: Dialogues I & II from 1740 onward.  Pope's 

"two notable poems in support of the Opposition" (Butt xxxvi), were published at a time when 

the Whig opposition to Walpole's administration was proving to be ineffectual (Butt xxxv–

xxxvi).  In these poems, Pope defends the need for satire to target the vices of the great and for 

praise of virtue to name specific examples.  While doing so, he catalogues the vices of Walpole 
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and his followers, praises his friends in the Opposition and declares himself one who must speak 

out against vice and corruption as was his right.  Like the other imitations of Horace listed above, 

One Thousand Seven Hundred and Thirty Eight Dialogue II (1738) also has footnotes that appear 

to be solely explanatory but have a rhetorical purpose beyond simple explanation.  Some provide 

citations in support of statements in the verse, such as when Pope writes of his verse, "Nor 

Boileau turn the Feather to a Star" (231), "In his Ode on Namur; where (to use his own words) il 

a fait un Astre de la Plume blanche qui le Roy porte ordinairement à son Chapeau, & qui est en 

effet un espèce de Comete, fatale à nos ennemis" (TE 4 fn231, 326).  With this quotation, Pope is 

showing his learning and proving he has read Boileau when he gestures towards him in his verse 

explaining how nothing can hide the "Black Ambition" of Walpole's administration from the 

weapon of ridicule in the hands of a virtuous poet (211–231).  Regardless of the poetic skill of 

those who support and celebrate the existing regime, it will always be open to attack through 

satire due to its lack of virtue and its focus on corruption and vice – as Boileau's Ode sur la prise 

de Namur (1693) was open to ridicule for its hyberbolic treatment of a minor victory.   

Other footnotes in Dialogue II provide the names of persons referenced in the poem while also 

having a rhetorical purpose beyond being merely informational, like the footnote added to the 

lines "I never (to my sorrow I declare) / Din'd with the MAN OF ROSS, or my LORD MAY'R" 

(98 – 99).  This footnote names Sir John Barnard, an opposition Whig, so that the verse can 

equate him with the Man of Ross and imply that the ethos of an opponent to Walpole is equal to 

that of the virtuous Man of Ross (TE 4 fn99, 318).  

In all of these cases above, the authorial footnotes are epideictic and either directed at various 

members of the opposition to Walpole who Pope wishes to single out for praise or aspects of 

Walpole's Whig administration that he wishes to criticize or blame for the rise of vice in the 
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Government and the Court.  The authorial footnotes serve to amplify the virtue of Pope and the 

persons he chooses to footnote and to demonstrate his support of the Country Party.  The shift 

here is the target of the epideictic rhetoric, for Pope uses these later authorial footnotes to 

celebrate his friends and allies as well as to reinforce his own virtue and status by demonstrating 

his ability to enlist that virtue and status in support of the opposition to Walpole instead of just 

building up his own ethos as he did in his early poems.   

Pope's criticism of Walpole 

In other footnotes in poems of this period, Pope provides more specific criticism of Walpole's 

administration.  One Thousand Seven Hundred and Thirty Eight has two such footnotes: one 

cites a Latin quotation from Persius to explain his use of "Screen" (22) to describe Sir Robert 

Walpole, who was known to his detractors as the Screen-master General for his protection of his 

friends from the fallout of the South Sea Bubble; and one provides the information that Blount 

was the "Author of a Book intitled, The Oracles of Reason" (fn115), identifying him as Charles 

Blount, author of that book in 1693 and an ironic attack on William III and Mary in the same 

year.  For the footnote on Walpole as Screen-master General, Pope cites Persius' "Omne vaser 

vitium ridenti: Flaccus amico / Tangit, & admissus circum praecordia ludit" (fn22) [the various 

errors are Pope's], or "the subtle Flaccus touches every failing of his smiling friend, and once 

admitted sports around his heart" as a summary of Walpole's character and actions as "Paymaster 

of the Forces" and as a member of the Government administration (and making an allusion to 

Swift's The Intelligencer as the previous contemporary source of this quote) (Dictionary of Latin 

Quotations 306).  These footnotes are informational but, in the case of the footnote on Walpole, 

the footnote also serves to satirize Walpole as involved in the corruption and protection of his 

fellow travelers.  It further celebrates Swift's earlier political criticism via allusion.  Both 
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footnotes nod toward previous criticism of the government and place Pope in the same camp as 

Swift and Blount, as critics of their respective regimes. 

We should note again that Pope is only providing selective footnotes here, for not everyone 

mentioned in his poems is given a footnote. For example, he provides no footnote for "rare 

Monkish Manuscripts for Hearne alone, / And Books for Mead, and rarities for Sloan" (9–10) 

but Thomas Hearne, Richard Mead and Sir Hans Sloane, a medievalist and two Royal physicians 

(fn9 & fn10 TE 3-2, 135–136), should also have explanatory footnotes if the architect and set 

designer Inigo Jones requires one.  That less obscure persons are footnoted while others who are 

not as well known are left without footnotes suggests these footnotes are not serving as a 

comprehensive key to the people mentioned in the poem but, rather, they have some other 

rhetorical purpose.  They are not footnotes aimed solely at providing information for posterity or 

the less-educated reader.  Instead, these footnotes are, again, a case of amplification and the use 

of epideictic rhetoric to highlight Walpole's corrupting influence on those around him in both the 

Government administration and in the Royal Court.32 

Notes that Remove Ambiguity 

Some of Pope's footnotes in this period, however, are somewhat informational in that they are 

meant to remove ambiguity for his contemporary readers and, in some cases, for posterity.  The 

Second Satire of the Second Book of Horace Paraphrased (1734) contains no footnotes until the 

last page, where Pope cites Buckingham in the line, "And Hemsley once proud Buckingham's 

delight" (177) as referring to "Villiers, Duke of Buckingham" (TE 4 fn177, 69) and clarifying 

that Buckingham referred to the Dukes of the second creation, the second of whose dissipative 

                                                        
32 The most significant people that Walpole screened from the fallout of the South Sea Bubble 

were King George I and Lords Stanhope and Sunderland – the leaders of George's ministry at the time of 
the bubble. 
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character and impoverished fate Pope had contrasted with his friend Lord Bathurst in his Epistle 

to Bathurst, and not the current Dukes of Buckingham and Normanby of Pope's time who were 

often referred to as Dukes of Buckingham.33  This footnote allows Pope to distance himself and 

his poem from John Sheffield, the later Duke of Buckingham, who was known for his Jacobite 

affiliations.  Sheffield's politics caused Pope problems as the editor of his writings, which were 

published in 1723 at the time of the arrest and trial of Francis Atterbury, Bishop of Rochester, for 

a Jacobite plot in 1722 that was a reaction to the Whig cover-up of the Court and the Ministry's 

involvement in the South-Sea Bubble of 1720–1721.  The Jacobite plot and the arrest, trial and 

banishment of Atterbury resulted in the two volumes of Buckingham's writings being suppressed 

and gave Pope much anxiety and cause for concern (Mack, A Life 392–399).34  

Distancing himself from these Jacobite connections has two purposes for Pope.  He can 

present himself here as a critic of the Whig regime and a supporter of the Opposition Whigs and 

Tories but not someone openly against the Hanoverian dynasty.  The footnote that ends the poem 

distances Pope from Sheffield and Atterbury and clarifies that his criticism is aimed at the vices 

of the Whig wits like Lord Hervey and Lady Mary, the Whig Ministry of Sir Richard Walpole 

and the members of the Royal court but, crucially, not at the person of the King.  In doing this, 

Pope is also heading off potential criticism from the Grub-Street Dunces, who had misread his 

references to Timon's villa in his Epistle to Burlington as an attack on the Duke of Chandos and 

his estate of Cannons and damaged popular reception of that work (fn99 TE 3-2.146 and fn113 

                                                        
33 Edward Kimber, in The New Peerage (1778) notes, "John Sheffield, Earl of Mulgrave was, in 6 

William and Mary [1694], created Marquis of Normanby; and 2 Anne [1704], Duke of Buckinghamshire 
and Normanby.  He died 24 Feb. 1720; he had issue only one son, Robert, who survived him, and who 
dying without issue, in 1736, the Dukedom became extinct"  (2.290–291).  I have silently corrected his 
spelling of Normanby as Normandy in the quoted passage. 

34 Pope had edited the two volumes of The Works of John Sheffield, Earl of Mulgrave, Marquis of 
Normanby, and Duke of Buckingham (1723). 
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TE 3-2.23).  By naming the Duke of Buckingham as George Villiers, Pope avoids another 

potential misreading and attack from the Dunces that would link Pope even more closely with 

Jacobites like Sheffield and Atterbury and possibly lead to the suppression of his translation of 

Horace. 

Pope's Non-political Works: 

With a break from political satire, Pope separately published the four epistles of An Essay on 

Man, in 1733–34.  The early printings of these epistles contain only one footnote in Epistle III, 

because Pope was publishing them anonymously.  This footnote suggests for "Learn of the little 

Nautilus to sail" (180), "Vide Oppian Halieut. Lib. I" (fn180, 13).  The use of footnotes as an 

element of his poems was a distinctive identifying feature of Pope's verse, so the decision to 

leave the early publications of these epistles without footnotes is understandable, if true 

anonymity was his aim.  However, it is also not surprising that Pope was unable to fully do 

without footnoting entirely, given how heavily he had leaned on the practice throughout his 

career.  Despite the single footnote in Epistle III, the first three Epistles of An Essay on Man 

were not attributed to Pope and were well received by the Dunces, some of whom "went on 

record at this time with tributes they could not afterward decently retract" and "a glut of praise 

was succeeding to the glut of reproach" that Pope suffered with the publication of An Epistle to 

Burlington the year before (Mack, A Life 522, 523).  This "little comedy" of the celebration of 

Pope's anonymous verse stood in contrast to the usual reaction from the Dunces to poems that 

were recognizably Pope's, which was usually vicious condemnation of both the poet and the 

work (Mack, A Life 523).  Mack notes the anonymity of the author coupled with a change of 

publisher was a ruse that "succeeded admirably" in obtaining a "fair hearing" for the Essay (522).  

I would add that the lack of Pope's usual style of amplificatory footnotes served to further 
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disguise the origin of the Essay and lead the Dunces astray because they were so used to his 

verse containing footnotes that they treated the footnotes as a distinctive feature of his verse that 

could be parodied in their attacks on him, as John Oldmixon did in The Catholic Poet.35  And 

when, with his 1734 edition of the poem, Pope collects all four of the separately published 

epistles together as An Essay on Man, Being the First Book of Ethic Epistles. To Henry St. John, 

L. Bolingbroke and, having effectively admitted his authorship via the dedication to Bolingbroke 

and the listing of Lawton Gilliver as the printer, he includes his usual authorial footnotes in this 

and further editions.  Taken as one of several parts of Pope's ruse concerning the authorship of 

the Essay, the suppression of the footnotes, along with the publication of the Essay through a 

different publisher while he issued three other poems through his usual publisher, produced 

results that were "all that could have been desired" (TE 3-1.xv).  

In contrast to Pope's treatment of the Essay, with its initial lack of footnotes to aid in its 

anonymous publication, in Sober Advice from Horace (1734) he uses actorial footnotes 

supposedly from Dr Bentley, Edmund Curll and the unnamed author to aid its anonymous 

publication.  The shift here is not in avoiding footnotes entirely, but including footnotes that 

were uncharacteristic of Pope's own footnoting practices.  The actorial footnotes of the author 

read like those of a dull critic, in keeping with the footnotes of Bentley and Curll, and provide a 

key to allusions and persons referenced in the text – a practice that Swift suggested was lacking 

in Pope's verse.36  The majority of the footnotes are from Bentley, who is portrayed here as 

another dull critic, much like his doppelganger Martinus Scriblerus was in the Dunciad 

Variorum.  Like Scriblerus's own footnotes, the actorial footnotes from Bentley and Curll also 

                                                        
35 See the opening chapter of this dissertation for a more thorough discussion of Oldmixon's 1716 

poem and its footnotes as satire on Pope's practices. 
36 See page 114 of this dissertation. 
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operate as a generalized criticism of the modern critics and dunces of Grub Street by 

demonstrating their obtuse lack of wit and learning.  Pope's turning away from literary feuds to 

political writings does not preclude attacks on his past enemies and he continues these attacks 

through actorial footnotes that appear to be allographic footnotes and that provide pathos for his 

readers' amusement – a technique that he used previously in The Dunciad Variorum. 

Footnotes for Posterity 

Other footnotes in these mature works appear to be aimed at later readers.  For example, in the 

Epistle to Bathurst, where Pope provides information on the veracity of his verse for posterity, 

he notes of his couplet, "what made Directors cheat in South-Sea year? / To live on Ven'son 

when it sold so dear" (119–120), "In the Extravagance and Luxury of the South-Sea Year, the 

Price of a Haunch of Venison was from three to five pounds" (TE 3-2 fn120, 101).  Since Pope 

earlier states, "what Riches give us, let us first enquire: / Meat, fire, and clothes; what more? 

Meat, clothes, and fire" (81–82), his citation of the price of venison shows the extravagance of 

the South Sea directors, who are not only dining on venison but doing so at ridiculously inflated 

prices when they, like others have to do, should be content with providing themselves the basic 

requirements of life.  The inflated price of venison in 1720 would have been clear to Pope's 

contemporary readership because the South Sea Bubble – as a generational economic crisis – 

was a recent memory with many of the principal actors still in the public eye, so this authorial 

footnote is for posterity and is yet another epideictic move on Pope's part.  By including 

footnotes aimed at later generations of readers, Pope is presenting himself as a major English 

author – a trend he continues in the second volume of The Works of Alexander Pope, Esq in 

1735.   
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Pope subtitles the second volume of his Works as being published, "with Explanatory Notes 

and Additions never before printed," (title).  These footnotes are the last major style of Pope's 

own footnotes before he adopts Warburton as his "Commentator."  On one level they are a value-

added feature for the new volume, to justify the additional purchase of the collected poems for 

his original, upper-ranked and educated audience; on another level, they are recognition that his 

audience is growing beyond the educated readers that Pope originally wrote for, whether that 

audience is his expanding contemporary readership or posterity, and the new footnotes serve as 

typographically-relocated glosses on the verse. 

Volume II of Pope's Works begins with the four epistles of An Essay on Man.  The few 

footnotes provided in the earlier printings are included too, but the majority of the notes now 

expand on the meaning of lines of verse or provide cross-references to similar points being made 

in other epistles.  For example, Pope writes in Epistle II, "even mean SELF-LOVE becomes by 

Force divine, / the scale to measure others [sic] wants by thine" (273) and then notes, "see 

farther, of the Use of this Principle in Man. Epist. 3.  Ver. 121, 124, 135, 145, 200 &c. 270, &c. 

316 &c.  And Epist. 4 Ver.348 and 358" (Epistle 2 fn273 30).  There are 54 footnotes for the 

1166 lines of verse in the four collected Epistles.  The only footnotes that break this pattern of 

expanding on the meaning of the verse or cross-referencing the verses are the four included 

footnotes from previous editions: Epistle 1 fn174 and fn205 and Epistle 3 fn72 and fn178, which 

respectively explain the axiom that strength and swiftness are inversely proportional in all 

creatures, the author's choice of the lion as an animal with a poor sense of smell, the naming of 

those struck by lightning as favoured by Heaven, and the Nautilus' strangely ship-like method of 

swimming.  Other than the footnote for the explanation of the "Nautilus" (Epistle 3 178), where 

Pope notes, "Oppian. Halieut. Lib. I describes this Fish in the following manner…" (Epistle 3 
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fn178, 37), the footnotes lack citations to other authors.  The remaining 50 footnotes that are new 

in this edition appear to be authorial and to gloss or cross-reference the points being made in 

Pope's verse.  With these footnotes, he is again positioning himself as a modern classic and 

providing information for a readership that may not understand all of the philosophical allusions 

that he is making in the verse. Pope is providing a key for interpreting the poems that appears to 

predate the attacks on An Essay on Man as being morally or theologically suspect, which only 

occur after the publication of his 1736 Works with the translation of Pope's Essay on Man into 

French from 1736 onward (TE 3-1.xviii – xxii).  The footnotes in the Works, then, operate to 

position Pope's Essay for a wider readership that can include later generations of readers.  He is 

presenting his work to less-educated contemporary readers and to posterity here.  Some of the 

footnotes operate as glosses for the poem because they clarify the argument being presented at 

each footnoted line and can then be used as an informal index to locate particular statements in 

the verse.  For example, Epistle IV has a footnote at "VIRTUE alone is Happiness below…" 

(300), that explains, "…VIRTUE only constitutes a Happiness, whose Object is Universal, and 

whose Prospect Eternal" (Epistle 4 fn300, 55).  This explanation applies to lines 300–317, and at 

318 there is another explanatory footnote for the next section, so these footnotes serve as an 

informal index to as well as an explanation of the arguments in the work, as do the footnotes 

providing cross-references to similar passages in other parts of the verse.  Pope is positioning this 

edition of his Essay for comprehension by and rereading by his expanded audience. 

These footnoting practices continue in Ethic Epistles, the Second Book (1735), where Pope has 

collected his moral essays to several persons.  For example, his Epistle to Cobham now contains 

footnotes that act as an index to and explanation of the verse.  The first line is noted as 

concerning "the KNOWLEDGE and CHARACTER of MEN.  That it is not sufficient for this 
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Knowledge to consider Men in the Abstract" (fnVer.1) and line 10 is explained as "Not to be 

learn'd either by Books or our own Observation singly, but both" (fnV. 10).37  Through the use of 

these footnotes, a reader can locate relevant passages in the verse for rereading or quotation and 

have the meaning of the verse clarified if they are not educated enough to understand the 

allusions made or the intended meaning of the verse.  This use of footnotes was present in the 

endnotes to Pope's translation of Homer, where the endnotes could be read separately and point a 

reader back to the excellence of both Homer's original imagery and Pope's beautiful couplets.  

Having set himself up as a great English author (with less hubris than was in evidence when at 

age 29 he published Volume I of his Works in 1717), Pope is now clearly publishing his later 

works for collection and for posterity. 

Warburton's Footnotes to The New Dunciad of 1742 and the 1744 and 1751 editions of Pope's 

Works 

Pope also prepared his writings for posterity with his cultivation of a friendship with William 

Warburton, who had first published a defense of Pope's An Essay on Man against French 

criticism in several articles printed in The History of the Works of the Learned (1738–1739), in 

order to have Warburton provide footnotes to the later editions of his poems.  Pope first met 

Warburton in person in April 1740; by October, as mentioned above, he proposes that Warburton 

provide notes for a new, Latin edition of An Essay on Man.  This was the start of Pope's setting 

up of Warburton as his "Commentator."  He writes to Warburton in September 1741,   

if I can prevail on myself to complete the Dunciad, it will be 
publishd at the Same time with a General Edition of all my Verses 
(for Poems I will not call them) and I hope Your Friendship to me 
will be then as well known, as my being an Author, & go down 
together to Posterity; I mean to as much of posterity as poor 

                                                        
37 These footnotes would become the Argument of the First Epistle in the 1751 edition.  See TE 

3–2 13. 
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Moderns can reach to, where the Commentator (as usual) will lend 
a Crutch to the weak Poet to help him limp a little further than he 
could on his own Feet. (Correspondence 4, 362) 
 

Pope flatters Warburton with his suggestion that the "Commentator" will help the "weak Poet" to 

limp further into posterity, but he is also looking forward toward his future readers and planning 

for additional footnotes from an outside scholar to help maintain the currency of his verses – 

especially the satires.  He is answering Swift's multiple requests for further footnotes to explain 

the persons and events in the poems by giving this task to Warburton, whom Mack calls "a man 

of exceptional learning, with analytical powers of a high intensity" (A Life 743).  Though the 

Latin translation of An Essay on Man never happened, Pope engaged Warburton as "a protector" 

of his legacy (A Life 744).  Warburton was to provide footnotes to Pope's New Dunciad of 1742, 

the "deathbed" edition of his Works in 1744, and – as the curator of Pope's legacy – the 

posthumous edition of Pope's Works of 1751. 

These new, explanatory footnotes were intended to "add weight" to Pope's verses for later 

readers.  As Pope writes to Warburton of the New Dunciad, "If any thing [sic] more can be done 

for the Dunciad, it must be to acquaint the public that You have thought it worth your Care by 

bestowing some Notes upon it to make it more Important & Serious" (Correspondence 4, 429).  

And he later adds, "your Notes, & your Discourse in the Name of Aristarchus, have given its 

Last Finishings and Ornaments" (Correspondence 4, 434).  Here, Pope is truly positioning 

himself as a classic author, whose work is to be annotated by later critics.  He is using Warburton 

as his initial commentator so that he still has some control over and input into the commentary 

and to ensure he can commit his works "to the Candor of a sensible & reflecting Judge, rather 

than to the Malice of every shortsighted, & malevolent Critic or inadvertent & censorious reader" 

(Correspondence 4, 501).  In order to do so, Pope openly flatters Warburton as adding value to 



134 

 

his works.  He writes to Warburton in June 1742 concerning a revision of the "Essay on Homer," 

"I look upon you as one sworn to suffer no Errours in me, & tho the common way with a 

Commentator, be to erect them into Beauties, the best office of a Critick is to correct & amend 

them" (Correspondence 4, 400).  This collaboration of poet and commentator/critic then extends 

into Pope's later works, with Warburton providing allographic footnotes for Pope's verses.  Pope 

writes to Warburton in November of 1742, "a Project has arisen in my head to make you in some 

measure the Editor of this new Edit. of the Dunc. if you have no scruple of owning some of the 

Graver Notes which are now added to those of Mr Cleland & Dr Arb" (Correspondence 4, 427–

428).  Certainly, as this letter suggests, Pope was still contributing some of his own footnotes, 

and providing instructions on including some of them in the new edition, but the majority of 

them were now to be either contributed directly by or edited by Warburton.  As Mack notes, 

Warburton became Pope's "chief confidant in the project and, indeed, to the extent of providing 

enthusiastic support and some of its Scriblerian mock-notes, a collaborator" (A Life 744).  This 

collaborative role included providing allographic editorial footnotes too, in addition to providing 

actorial footnotes. 

Warburton's editorial footnotes to The New Dunciad are different in tone to those of Scriblerus 

and other critics.  These footnotes have an allographic, editorial voice that presents the 

allegorical meaning of the verse to Pope's readers or points out the allusion present in the verse.  

When Dulness exhorts her Critics to tear apart the Wits and "Leave not a foot of Verse, a foot of 

Stone, / A Page, a Grave, that they can call their own" (122), the allographic editor notes, "For 

what less than a Grave, can be granted to a dead author?  or what less than a Page can be allow'd 

a living one?" (fn122, 9).  Warburton's explanatory footnote stands in contrast to the 

accompanying footnote from the obtuse critic.  Though Scriblerus is not named as the author of 
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the second, actorial footnote, the information presented echoes his earlier footnotes to The 

Dunciad Variorum and The New Dunciad.  The critic observes that "Page," in this context, refers 

to, "Pagina, not Pedissequus.  A Page of a Book, not a Servant, Follower or Attendant; no poet 

having had a Page since the death of Mr. Thomas Durfey" (second fn122, 9).  This second 

footnote has the obtuseness of Scriblerus' other footnotes, while the editorial voice of 

Warburton's footnote provides an explanation of the point being made here rather than a 

demonstration of the critic's ability to misread and misunderstand.  These two styles of footnotes 

continue throughout the poem with only some of the actorial, obtuse footnotes being ascribed to 

Scriblerus and others being ascribed to Bentley, but there are clearly two kinds of editorial voices 

at work here: the unnamed, allographic editorial voice of Warburton as commentator; and the 

actorial voice of the obtuse critic, whether Scriblerus or Bentley.  Rhetorically, the Warburton 

footnotes operate differently from the Scriblerian footnotes.  They are not meant to provide 

pathos for the readers of the poem through their humorous misreadings; instead, they work as 

epideictic gestures that show Pope as a great author who is worthy of a proper commentator – 

and Warburton had already established himself as a learned, if somewhat partisan, writer with his 

own writings on The Alliance between Church and State, or, the Necessity and Equity of an 

Established Religion and a Test-Law Demonstrated (1736), The Divine Legation of Moses 

Demonstrated, on the Principles of a Religious Deist, from the Omission of the Doctrine of a 

Future State of Reward and Punishment in the Jewish Dispensation (1737) and his defense of 

Pope's An Essay on Man.38 

                                                        
38 Warburton's position as an Anglican priest was also advantageous for Pope because that placed 

both Warburton's commentary and the poems he was commenting on beyond both attack and suppression 
as might have befallen a Papist – such as Pope. 
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By 1743, Warburton was actively working on the additional footnotes for a new edition of 

Pope's Works (Correspondence 4, 436) and he would eventually edit a further, posthumous 

edition of Pope's Works in 1751.  For these 1744 and 1751 editions of Pope's Works, Warburton 

added "learned commentary in the grand manner" (Mack, A Life 745).  He provided authorial 

footnotes from Pope, labeled with "PW" in the text, and allographic footnotes of his own that 

provided further commentary on the verse that were labeled "W" (Sutherland TE 5 249).  Mack 

also notes "Warburton occasionally abused [his editorial responsibility], inserting notes in later 

Dunciad editions to pay off personal scores" (745).  James Sutherland is even more dismissive of 

Warburton's footnotes.  He states of his editorial practices for The Twickenham Edition of The 

Dunciad in Four Books, "where Warburton's 1751 notes throw any new light on the poem they 

have been included among the other editorial matter; where he is merely indulging personal 

animosities or displaying his learning, they have been ignored" ("Note on the Text of Dunciad 

B," TE 5 249).  Sutherland's decision to only remove Warburton's less-useful footnotes from the 

posthumous 1751 edition of Pope's Works suggests his recognition of the importance of keeping 

Warburton's footnotes when they had been nominally overseen and approved by Pope in the 

earlier Dunciads and the 1744 deathbed edition of his Works.  Warburton's original allographic 

footnotes are an important part of Pope's last few editions of his verses, so it is necessary to 

retain these explanatory footnotes in the scholarly editions of his poems. 

Warburton's informational footnotes were, largely, unnecessary for the verse or for Pope's 

contemporary readers.  For example, in contrast to both of Pope's footnotes naming the specific 

Charles and Philip being referenced in The Epistle to Cobham, discussed above, Warburton's 

footnote is largely spurious.  He states of the couplet "The same adult Complection has impell'd / 
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Charles to the convent, Philip to the Field" (59–60), if I may be pardoned the long quotation 

here, 

The atrabilaire complexion of Philip II. is well known, but not so 
well that he derived it from his father Charles V. whose health, the 
historians of his life tell us, was frequently disorder'd by bilious 
fevers.  But what the author meant principally to observe here was, 
that this humour made both these princes act contrary to their 
Character; Charles, who was an active man, when he retired into a 
Convent; Philip, who was a man of the Closet, when he gave the 
battle of St. Quintin. (TE 3-2 fn60, 19–20) 

 
Unlike Pope's footnotes, Warburton's observation that both men act "contrary to their Character" 

can be inferred from the verse and does not need further repetition here; rather, it is pointing out 

their relative social status that amplifies Pope's argument in his verse.  And Warburton's locating 

the source of their behaviour in their bilious humours further misses Pope's point about how 

actions or, in this case, appearances cannot allow us to infer intentions.   

But Warburton's footnotes – regardless of how banal or obtuse they are – still had a rhetorical 

purpose for Pope. In my view, they should be retained in all of the editions through the 1751 

Works, because the purpose of these explanatory notes (solicited by Pope himself) is to show 

Pope as a great author who is deserving of ornament and commentary.  The actual content of the 

commentary itself does not matter as much as the fact that there is an included commentary by a 

recognized critic or authority.  Warburton, due to his well-received defense of An Essay on Man 

from French criticism and his later work with Pope on the New Dunciad, The Dunciad in Four 

Books and the last edition of Pope's Works, qualifies – for better or for worse – as a recognized 

and "authorized" authority on Pope's verse, so his later footnotes to the posthumous 1751 edition 

of Pope's Works operate as intended by Pope regardless of their subject matter or general 

obtuseness.  For, as Homer has his commentators, such as Eustathius, Dacier, and Pope himself, 
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Pope has his Warburton and we, as later critics, are forced to engage with him in our discussion 

of Pope's poetry whether we accept or dismiss his commentary.  Pope has set up and controlled 

the initial presentation of his works to posterity and it is Warburton's presence as commentator 

and the associated allographic footnotes to Pope's verse that are the point here.   

 As shown above, the pattern of Pope's use of footnotes shifts after the publication of The 

Dunciad Variorum of 1729 and enters a final phase in the last fifteen years of his career.  This 

shift shows Pope deploying footnotes in support of the political opposition to Walpole and he 

does this through amplification again, using selective authorial footnotes to amplify the 

importance of persons he wishes to celebrate among the opposition (whether Whig or Tory) and 

using other authorial footnotes to shame Walpole and his administration.   

Pope also uses selective actorial footnotes from Bentley, Curll and Scriblerus in his Dunciads 

and his translation of Sober Advice from Horace to provide pathos for his readers, ridiculing his 

literary enemies as obtuse critics who misread the verse.  Though he is returning to previously 

established practices, he uses these actorial footnotes in a new way in Sober Advice from Horace, 

which includes actorial footnotes from the anonymous author of the verse, presenting a 

fictionalized authorial voice that is as dull as those of the fictional Bentley and Scriblerus. 

Pope then incorporates allographic footnotes into his verse with his recruitment of Warburton 

as his Commentator.  His use of a commentator here is the important rhetorical move, for it 

doesn't matter what the scholarly commentator is specifically saying about the verse but only that 

he or she is commenting on the verse.  This is an appeal to ethos that proves to his audience that 

Pope's verse is worthy of study by later critics and posterity. 

He also publishes works without footnotes, when he wishes them to be anonymous, which 

suggests he is conscious of his use of footnotes as being a distinguishing mark of his verse.  
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Since he is willing to forgo his amplificatory footnotes in order to retain deniability of 

authorship, this decision foregrounds the ubiquity of and the importance of footnotes for Pope's 

poetry.   

     These later footnoting practices suggest Pope's methodology had matured.  He incorporated 

aspects of his own authorial endnotes on his Homer translations, the allographic endnotes to his 

Homer translations and the pathetic actorial footnotes of his Dunciad Variorum, and reinforcing 

his place as a great English poet, deployed them in support of the political opposition to Walpole.  

Pope's footnotes no longer serve just to shore up his own self-professed position in the English 

canon as the new Virgil, but actively present that Virgil working against the political corruption 

of his day and placing himself ready for his readership in posterity. 
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Chapter 5 

A Comparison of the Footnotes in The Dunciads 

The previous chapters in this dissertation have established that Pope's footnotes have a 

rhetorical purpose beyond just providing further information to his readers.  They have also 

established that the way the footnotes operate rhetorically changes over the course of his career.  

In this chapter I will present an argument for the importance of footnotes to his verse, for Pope's 

authorial and actorial footnotes are an integral part of his poetry; these types of footnotes are not 

just paratext but part of the text itself and should be read alongside and, most importantly, along 

with his verse.  The most familiar examples of this requirement to read Pope's footnotes 

alongside the verse, for modern readers, are his Dunciads – where the authorial and actorial 

footnotes are, as Sutherland notes above, an essential part of the satire.  But even the Dunciads 

demonstrate differences in the integration of footnotes and verse because other footnotes, though 

still rhetorical in purpose, are not necessary for the satire and are not intended to be read 

alongside the text.  Instead, these allographic footnotes serve their purpose simply by their 

presence in the technological space of the printed page.  Given this shift in the immediate 

importance of some of the footnotes to the verse itself, I will examine the footnotes to the various 

versions of The Dunciad from the Variorum edition of 1729 to The Dunciad in Four Books in 

Warburton's 1751 edition of Pope's collected works to illustrate their effect on the poems. 

Evaluating the footnotes to The Dunciad Variorum and The Dunciad in Four Books: 

That the footnotes are part of the Dunciad's satire is shown by Pope's initial publication of 

"imperfect" editions of the poem in 1728 that enabled him to present his own "corrected" version 

with footnotes in The Dunciad Variorum the following year.  The text of the Variorum edition 



141 

 

consists of both the verse and the footnotes, which should be read alongside the verse, while 

many of the footnotes in the later Dunciads are paratext and – in many cases – not part of the 

satire presented by the verse.  The later New Dunciad of 1742 and The Dunciad in Four Books of 

1743 contain many allographic footnotes, where the rhetorical purpose of the footnotes is just to 

be present and not to amplify the verse, and if these footnotes are removed from the text then the 

satire present in the verse does not suffer – whereas the satire of the Variorum edition is 

weakened by removal of the authorial and actorial footnotes.  This change in the relationship 

between verse and footnotes suggests the later poems are not so much revisions of the earlier 

Variorum edition as they are completely separate satires. 

This issue of integration also applies to the primary target of the poem's satire.  The shift in the 

hero of the poem and the shoehorning of Cibber into verse written for Theobald caused issues for 

Pope's readers.  Sir Adolphus William Ward, in his introduction to The Poetical Works of 

Alexander Pope (1869), calls this change in the hero of The Dunciad in Four Books, "an 

unfortunate attempt to gratify personal spleen at the expense of poetic consistency" (Introductory 

Memoir xliii), and Leonard Ashley notes in Colley Cibber (1989) that, with this marring, "The 

Dunciad became a monument of spite as well as genius" (116).  Richard Barker, in Mr. Cibber of 

Drury Lane (1966), observes of this inconsistency, using the location of Dulness' throne in the 

cave of poverty and the incongruity of Cibber's comfortable lifestyle as her impoverished 

poetaster as an example, "the point is obvious when one compares the old Dunciad with the new 

– the portrait of Cibber is not skillfully fitted into the framework of the poem" (218).  This is a 

fairly classic Victorian view of the superiority of the Variorum edition over the later versions 

that was perpetuated into the twentieth century – especially by scholars of Cibber's life and 

writing, as noted by Barker's citation of Ward's argument that, with The Dunciad in Four Books, 
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Pope has "produced no effect beyond that of marring one of his most brilliant poems" (219 citing 

Ward xliii).  As noted by these authors, on the level of the verse, The Dunciad Variorum is more 

consistent in the presentation of its hero than the later Dunciad in Four Books.  This consistency 

of the Variorum edition over the later Dunciads becomes even more apparent once the footnotes 

are also taken into account.  In order to illustrate this, I will first present a single example of my 

own from the verse that shows the pattern noted by Ashley, Barker and Ward – to illustrate the 

kinds of inconsistencies being discussed – before moving on to examine a selection of the 

footnotes to each of the three poems to show that this change is consistent across both verse and 

footnotes and to suggest that it indicates these two poems had different purposes for Pope. 

In Book I of The Dunciad Variorum, Theobald builds an altar to the Goddess Dulness out of 

his published works:  

Of these twelve volumes… 
Inspir'd he seizes: These an altar raise: 

An hecatomb of pure, unsully'd lays 
That altar crowns: A folio Common-place 

Founds the whole pyle, of all his works the base; 
Quarto's, Octavo's, shape the lessening pyre, 

And last, a little Ajax tips the spire. (135–142) 
 

The books represent Theobald's major works, and the texts are placed in order of decreasing size 

to form a pyramid for the altar, moving from a folio, through quartos and the octavos, to the 

"little Ajax" at the crown, which the attached footnote observes was printed, "in duodecimo, 

translated from Sophocles by Tibbald"  (fn142 TE V, 81).  Here, Pope uses catacosmesis, a kind 

of anti-climax or anti-amplification, where the words are ordered from greatest to least in 

dignity.  In this case, there is a steady progression of folding the paper sheet from the expensive 

folio to the cheap duodecimo edition, with the footnote providing amplification of this movement 
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by reinforcing the implied size of the little Ajax as a duodecimo volume.  The verse sets up 

Theobald's works in an anticlimactic order from largest to smallest and the footnote reinforces 

this progression. 

Pope presents Theobald's only folio as a Commonplace book rather than a published edition of 

one of his works, suggesting Theobald's writing was unoriginal and that his audience did not 

include wealthy patrons who would buy folio editions of his work – both traits that are the 

opposite of Pope's own works.  He also elides Theobald's playwriting career and his work as an 

editor; in particular Pope overlooks Theobald's most personally painful publication by not 

mentioning his Shakespeare Restored.  The only publication cited is Theobald's translation of 

Aeschylus' Ajax, which was part of an unfinished series of translations contracted by Jacob 

Tonson and this is only as a cheap, duodecimo edition too.  It is only later in Book I, when 

Theobald sets the pyre alight, that his individual works – again missing Shakespeare Restored – 

are named (205–210). 

In The Dunciad in Four Books, it is Colley Cibber who builds the altar for Dulness: 

Of these twelve volumes… 
Inspir'd he seizes: These an altar raise: 

An hecatomb of pure, unsully'd lays 
That altar crowns: A folio Common-place 

Founds the whole pile, of all his works the base: 
Quartos, octavos, shape the less'ning pyre; 

A twisted Birth-day Ode completes the spire. (155–162) 
 

The shape of this altar is incongruous when compared to the altar constructed by Tibbald, for the 

pyramid is constructed in a similar order, beginning with a folio and leading through quartos to 

octavos but the crown is merely a single poem, even if it is the Poet Laureate's ode for the King's 
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birthday.39  This sudden reduction in size, breaking the steady progression from folio to 

duodecimo and replacing the top of the pyramid with a "twisted Birth-day Ode" is left 

unremarked by Pope – though both James Sutherland and Claude Rawson point to the twisted 

ode as representing a dunce's cap at the top of the altar (fn162 TE V, 282 and Rawson, "The 

Mock Edition Revisited: Swift to Mailer" 243).  The replacement of the duodecimo volume of 

Ajax with the dunce-cap of the twisted ode breaks the catacosmesis of the smooth construction 

of the pyramid-shaped altar from the hero's collected texts, changing the focus from the piled 

collection of Theobald's works as a writer, editor, and critic to Cibber's role as Poet Laureate – 

leaving off Cibber's successful career as a playwright – and destroying the progression from 

most expensive to least expensive work.  Additionally, the birthday ode breaking the figure of 

catacosmesis could suggest Cibber is even more monstrous as poet laureate than Theobald was 

as a playwright and critic.  The important thing here is that there are incongruities added to the 

later version of the Dunciad, which shift the focus of the poem from a specific satire of the 

London literary milieu to a more universal satire of English culture.  This is not to say that the 

Variorum edition is better than the later Dunciad in Four Books, but to argue that the two poems 

are independent of each other and that Pope had different intentions for the later Dunciad – a 

point that is further reinforced by examining the rhetorical purpose of the footnotes in each of 

these editions. 

The footnotes to The Dunciad Variorum and The Dunciad in Four Books also exhibit changes 

in consistency.  From the very first footnote to Book I, where Theobald argues the title's spelling 

of Dunciad, "It may well be disputed whether this be a right reading.  Ought it not rather to be 

                                                        
39 This work could be any one of the birthday odes that Cibber produced between 1730 and 1743 

(the date of publication of The Dunciad in Four Books).  Cibber's An Ode for His Majesty's Birth-Day, 
October 30, 1731 (1731) can be taken as a representative sample. 
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spelled Dunceiad," the satire present in the footnotes for The Dunciad in Four Books has a looser 

connection to the satire in the verse (opening footnote TE 5.59 and 267).  This opening footnote 

by Theobald is largely actorial, with only the last sentence being a quotation from his 

Shakespeare Restored.  He appears to argue for the additional "e" with an appeal to authority to 

his own writings, noting, "that accurate and punctual Man of Letters, the Restorer of 

Shakespeare, constantly observes the preservation of this very Letter e, in spelling the Name of 

his beloved Author" (opening footnote TE 5.59 and 267).  This circular argument becomes an 

appeal to pathos on Pope's part, opening Theobald to ridicule for having the vanity to cite 

himself as the authority on using the letter "e." 

In the Dunciad Variorum, this footnote of Theobald's is followed by a footnote from 

Scriblerus, who argues (somewhat in support of Theobald) that Dunceiad is correct but 

Dunceiade, as "a French and foreign Termination, is no way proper to a word entirely English" 

(second opening footnote TE 5.59).  In this footnote, Scriblerus' actorial footnote is parodying 

Richard Bentley (who had been ridiculed for his 1711 edition of Horace and who is mentioned 

as Dr B in Theobald's footnote), providing commentary from a modern critic and presenting a 

straw man for apodioxis in the footnote from Theobald (Sutherland xl).  By mocking Theobald's 

comments on the spelling of Shakespeare's name with similar, more obtuse, comments from 

Scriblerus, Pope is making a straw man argument that rejects Theobald's commentary on this 

issue by equating them with Scriblerus' emendation and, by ridiculing Theobald's comments 

concerning the spelling of Shakespeare, Pope can cast aspersions on all of Theobald's criticism 

of his own editing of Shakespeare.  

However, in the later Dunciad, these two footnotes are separated by a footnote from Bentley 

that argues for the removal of the first "e" from Shakespeare rather than the last "e" in his name, 
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citing both Shakespeare's autograph and the inscription on his monument at Westminster Abbey, 

and an anonymous footnote that corrects Bentley's discussion of the monument.  These two new 

footnotes lessen the impact of the satire, because they change the target of the pathos from an 

attack on Theobald's criticism of Pope's spelling of Shakespeare in Shakespeare Restored to a 

more generalized satire of modern criticism.  The additional footnotes diffuse the specificity of 

the satire here and this diffusion continues after Scriblerus' footnote with an additional footnote 

from an old scholar.  This last footnote provides a publication history of The Dunciad from the 

writing of the poem in 1726 through the publication of the imperfect editions of 1728 to the 

Variorum edition of 1729.  The old scholar notes, "there was no perfect Edition before that of 

London in quarto; which was attended with notes" (fifth opening footnote, TE 5.268).  Though it 

is implied that both The Dunciad in Four Books and The Dunciad Variorum are also "perfect" 

editions, the old scholar invites comparison between the new Dunciad and the earlier edition 

"with notes."  Since the later Dunciad versions are also considered perfect in this context, and the 

poems differ in the specificity of their satire in both the verse and the footnotes, the changes 

suggest that the poems as well as the footnotes in the later Dunciad had a different purpose from 

those of the Variorum edition.         

This pattern of diffusion of the amplification done by the footnotes continues in other 

footnotes in the later Dunciad.  For example, and continuing with the footnotes at the start of the 

poem, the first footnotes for the verse in both poems are for the opening couplet of Book I and 

the footnotes in the later Dunciad again diffuse the satire with a reduction in the specificity of the 

references.   In the Variorum edition this couplet is "Books and the Man I sing, the first who 

brings / The Smithfield Muses to the Ear of Kings," while in the later Dunciad the couplet is, 
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"The Mighty Mother, and her Son who brings / The Smithfield Muses to the ear of Kings," (1–2 

TE 5.59; 1–2 TE 5.267).   

For the first line of the verse, the Variorum has a footnote from Scriblerus concerning the hero 

of the poem.  He declaims, "Wonderful is the stupidity of all the former Criticks and 

Commentators on this Poem!" before discounting James Ralph's explanation that the man 

referred to in "Books and the Man I sing," is "not the Hero of the Piece, but…our Poet himself" 

and then cites the Aeneid as proof that the line refers to the hero of the epic rather than the author 

(fn1 TE 5.59–60).  The Variorum footnote for the second line of verse then observes,  

Smithfield is the place where Bartholomew Fair was kept, whose 
Shews, Machines and Dramatical Entertainments, formerly 
agreeable only to the taste of the Rabble, were, by the Hero of this 
Poem and others of equal Genius, brought to the Theatres of 
Covent-Garden, Lincolns-inn-Fields, and the Hay-Market, to be 
the reigning Pleasures of the Court and Town.  This happened in 
the Year 1725, and continued to the Year 1728. (fn2 TE 5.60) 
 

This footnote amplifies the connection between Theobald and the theatre and amplifies the 

lower-ranked audience for Theobald's works – despite his writing plays for Drury Lane – 

because operas, based on earlier puppet plays, began to be performed at Bartholomew Fair in 

1725 (Rosenfeld 28).40  The plays performed at the fair included aspects of commedia dell'arte, 

puppetry, and drolls, all aimed at the lower-ranked audience attending the fair and originally 

performed by itinerant street actors, though by the early 1700s they were being performed by 

actors from the established London theatres and attended by an upper-ranked audience too.  

Sybil Rosenfeld notes in The Theatre of the London Fairs in the 18th Century (1960), royalty 

attended for the first time in 1719, when George, Prince of Wales, visited the fair incognito, and 

                                                        
40 The first of these operas was The Prodigal Son: or the Libertine Reclaimed.  With the Comical 

Humours of his Man Roger at Lee's booth, with Charles Hulett as the Prodigal Son and John Harper as 
Roger (Rosenfeld 28).	
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"rewarded the actors with a liberal douceur" (24).  This fear of lower-rank entertainment 

corrupting the upper-ranks of London society echoes the fear of lower-ranked writers corrupting 

society that is a theme of The Dunciad and inverts a theme of Mac Flecknoe, where – as Kirk 

Combe argues in "Shadwell as Lord of Misrule: Dryden, Varronian Satire, and Carnival" (2000) 

– upper-ranked Christmastide revels centred on the Inns of Court threatened to corrupt "English 

life and letters" (5–6).  These two footnotes, taken together, amplify the specificity of the 

Variorum's satire – focussing the couplet on Tibbald as the hero of the poem who is motivated by 

the Smithfield Muses to present lower-rank entertainments and who threatens the established 

order with his corrupting influence. 

In contrast to this tight amplification of the verse through the footnotes in the Variorum 

edition, the footnotes to the later Dunciad in Four Books are more diffuse.  The first footnote for 

the opening couplet, "The Mighty Mother, and her Son who brings, / The Smithfield Muses to 

the ear of Kings" is an allographic footnote by Warburton that explains, "The Reader ought here 

to be cautioned, that the Mother, and not the Son, is the principal Agent of this Poem…the main 

action of the Poem being by no means the Coronation of the Laureate, which is performed in the 

very first book, but the Restoration of the Empire of Dulness in Britain, which is not 

accomplished 'till the last" (1–2; fn1 TE 5.269).  According to Sutherland, Warburton is simply 

explaining what he sees as an important point that needs addressing: criticism of the lack of 

action in the poem (fn1 TE 5.269).  But stressing the mother as the focus of the poem, though it 

fits with the punctuation of the couplet, takes the focus off the "Son who brings the Smithfield 

Muses to the ear of Kings" and elides the presence of Cibber as the target of the satire, which is 

not surprising, given the incongruity of Cibber as a Smithfield muse despite his having had a 

play acted there in 1729 (1–2; Pat Rogers, An Introduction to Pope 112).   
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The footnote for the second line of the couplet then echoes the same footnote from the earlier 

edition of the poem, with the only change being the last sentence, where the time frame is noted 

as "This happened in the Reigns of King George I, and II.  See Book 3" (fn2 TE 5.269).  The 

change from the specific 1725 to 1728 time frame to the larger and less-distinct reigns of the two 

Georges is a logical move that helps to shift the poem from Theobald and the Smithfield operas 

to Cibber and a lack of taste that was threatening all of London Print Culture.  Removing the 

specific time frame lessens the connection of the Smithfield Muses to the appearance of operas at 

Bartholomew Fair and allows for the fictional Bentley's actorial assertion that the meaning of 

that line of verse is focused on "the ear of Kings" rather than "Smithfield Muses" (seventh 

opening footnote TE 5.268).  It is also an ethical move because it positions Pope's poem for 

posterity by placing it in a more general range of years, while still dating it as happening in the 

early eighteenth century.  Additionally, by making the timeframe of the poem less specific, Pope 

can present a more generalized critique of the plebian lack of taste that was threatening the 

learned and upper ranks of society and present his poem to his current readership as one that is 

more broadly historical than the earlier Variorum edition. 

The merging of The Dunciad Variorum with The New Dunciad to produce The Dunciad in Four 

Books also loses the sublime digressive climax of Scriblerus' commentary in Book III for the 

couplet, "These wonders are thy own.  For works like these let deathless Journals tell, / None but 

Thy self can be thy parallel" (270–273), that I discussed in chapter 3 of this dissertation.  

Scriblerus' actorial footnotes concerning Theobald's arguments for Double Falsehood being a 

play by Shakespeare lose track of their purpose and digress into a series of misreadings of 

excerpts from Acts 1, 2 and 4 of the play itself (fn272 TE 5.181–182).  He plays out the role of 

the modern critic, missing the point he was making about the verse and digressing into a 
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discussion of his own, erudite readings concerning the play alluded to in that verse.  Scriblerus' 

rant threatens to overwhelm the verse, with three quarters of page 72 devoted to his discussion of 

Theobald's play as shown in Figures 5.1 and 5.2.41  This level of footnoting resembles the 

opening pages of the poem, where the actorial commentary of Theobald and Scriblerus also 

threatened to overwhelm the verse (Figures 5.3 and 5.4).  The only other places where the 

footnotes cover this much of the printed page are pages 10 and 11 of Book I, pages 26, 27, 33, 

34, and 43 of Book II, and page 66 and 76 of Book III, which all have two to four footnotes 

present on the page regardless of the number of lemmata present in the Remarks.  For example, 

on page 10 of Book I the footnote is listed under a single lemma for "Verse 104," but the 

footnote consists of an actorial footnote from John Dennis that quotes both Pope's Preface to An 

Essay on Criticism and Dennis' preface to his Remarks on Homer followed by another actorial 

footnote from Dennis quoting material taken from Jacob's Lives of Dramatic Poets – given the 

distinct voices of these two quotations in the footnote, despite both being from Dennis, I have 

listed them separately in my count. 

In all of these latter cases, given the multiple voices present in the footnotes, there are several 

footnotes producing the same effect as Scriblerus' single actorial footnote on Double Falsehood 

– so this footnote represents a high-water mark for the space allocated for the footnote relative to 

the space allocated to the verse.  On one level, as Sutherland observes, this footnote "is a parody 

of Theobald's editorial method and idiom" (fn272 TE 5.182), but on another level it is the 

moment when the actorial footnotes reach their peak within Kenner's technological space of the 

printed page, because this single footnote is equivalent to the two to four footnotes on the other  

 

                                                        
41 The footnote, from the 1729 Quarto, is presented across Figures 5.1 and 5.2 for completeness. 
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Figure 5.1: The first page of Scriblerus' digression on Theobald's Double Falsehood, from Book III of 
The Dunciad Variorum (71), from Alexander Pope, The Dunciad Variorum with the Prolegomena of 
Scriblerus, (London, 1729; Eighteenth Century Collections Online; Feb. 10th, 2013; Web). 
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Figure 5.2:  The second page of Scriblerus' digression on Theobald's Double Falsehood, from Book III of 
The Dunciad Variorum (72), from Alexander Pope, The Dunciad Variorum with the Prolegomena of 
Scriblerus, (London, 1729; Eighteenth Century Collections Online; Feb. 10th, 2013; Web). 
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Figure 5.3: The first page of the Variorum edition, where Theobald and Scriblerus's footnotes are 
threatening to overwhelm Pope's verse, from Alexander Pope, The Dunciad Variorum with the 
Prolegomena of Scriblerus, (London, 1729; Eighteenth Century Collections Online; Feb. 10th, 2013; 
Web). 
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Figure 5.4: The second page of the Variorum edition, where Pope's verse still struggles with Scriblerus' 
footnotes for control of the page, from Alexander Pope, The Dunciad Variorum with the Prolegomena of 
Scriblerus, (London, 1729; Eighteenth Century Collections Online; Feb. 10th, 2013; Web). 
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"overwhelmed" pages of the poem.  Scriblerus, as Pope's parody of both Bentley and all other 

modern critics, manages to fill two of the seventy-seven pages of the poem with this single 

digressive footnote on Theobald's play that satirizes Theobald's writing and the commentary of 

the modern critics.   

In The Dunciad in Four Books this footnote is missing and the high-water mark of the 

footnotes overwhelming the verse falls back to the footnote to line 268 on pages 103–105 of 

Book II, which is present in the Variorum edition on pages 42–43 and contains a single footnote 

comprising several quotations of commentary about Sir Richard Blackmore across the three 

pages (Figure 5.5).  In this case, the footnote is not amplifying the attack on the hero of the 

poem, Cibber in this edition, by parodying his style but only lampooning Blackmore for his lack 

of talent and his excessively long epic poems.  This long footnote, with several quotations from 

other sources, justifies its attacks on Blackmore because "this gentleman in his first works 

abused the character of Mr. Dryden; and in his last, of Mr. Pope" (fn268 TE 5.308, which refers 

to fn256 TE 5.131–132).  It parodies the length of his works with an excessively long footnote, 

but it only serves to diffuse the focus of the satire on Cibber.  Unlike the footnote on Theobald's 

Double Falsehood in the Variorum edition, this footnote amplifies the shifting of the satire away 

from Cibber for three pages at a point in the poem where Cibber is already elided by the focus on 

the booksellers and writers competing in Dulness's games.  The footnote does not present an 

actorial author losing the plot, which amplifies Pope's satire on modern critics, but shows the 

authorial or editorial voice losing the plot by changing its focus to an extended attack on 

Blackmore instead of Cibber – diffusing the satire among multiple targets, and presenting it as a 

critique of Grub Street and the Poet Laureate rather than a single target like Theobald in the 1729 

edition.  Because of this diffusion, the digression in the later Dunciad is anticlimactic, whereas   
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Figure 5.5: The three-page footnote from The Dunciad in Four Books (4°), showing several quotations 
from different authors concerning Sir Richard Blackmore under the one lemma for Verse 268 (103–105), 
from Alexander Pope, The Dunciad in Four Books.  Printed according to the complete Copy found in the 
Year 1742.  With the Prolegomena of Scriblerus and Notes Variorum, (London, 1743; Eighteenth Century 
Collections Online; Feb. 10th, 2013; Web). 
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Scriblerus' commentary in the Variorum edition reaches a sublime peak with his digression on 

Theobald's play. 

This climax of actorial commentary in the Variorum edition is Scriblerus' penultimate 

footnote.  It is followed by his final footnote on line 337, where he remarks of "She comes! the 

Cloud-compelling Pow'r, behold! / With Night Primaeval, and with Chaos old" (337–338), "Here 

the Muse, like Jove's Eagle, after a sudden stoop at ignoble game, soareth again to the skies" 

(fn337 TE 5.192).  In this case, having reached his own sublime moment of critical digression 

with his previous footnote, Scriblerus comments on the sublime climax of the poem where 

"universal Darkness covers all" (356), and plays out a premature climax when his commentary in 

the footnotes reaches its sublime peak seventy-odd lines before the verse does.  In effect, the 

comic sublimity of his footnotes climaxes with the footnote to line 272 and the later footnote at 

lines 337–338 explaining the sublimity of the verse works as bathos in terms of satirizing the 

modern critic because Scriblerus' commentary deflates the excitement of Dulness's arrival in the 

verse. 

This intricate play between the commentary of the critic and the verse of the poet is lost in The 

Dunciad in Four Books due to the addition of the fourth book.  The merging of the two poems, 

The Dunciad Variorum with The New Dunciad, weakens the overall rhetorical power of the 

footnotes as amplification of the verse because the inclusion of Warburton's commentary from 

The New Dunciad and his additions to the commentary of the first three books has two major 

effects.  On one level, Warburton's allographic notes, being paratext, dilute the presence of the 

authorial and actorial footnotes that are part of the text and shift the footnotes from being an 

integral part of the text to being a commentary on the text.  On another level, they dilute the 

merciless satire of the poem with their extraneous commentary.  
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An example of such unnecessary commentary is the couplet explaining the Seed of Chaos 

rising to, "Of dull and venal a new World to mold, / And bring Saturnian days of Lead and 

Gold," which does not need Warburton's explanatory footnotes (15–16).  He explains of "Of dull 

and venal," "the Allegory continued: dull referring to the extinction of Light or Science, venal to 

the destruction of Order, or the Truth of Things" (fn15 TE 5.341).  He follows this footnote with 

another that explains that the rising of the new world from the dissolution of the old world into 

chaos is an Epicurean idea (second fn15 TE 5.341) and a third footnote that explains the 

parallelism inside the chiasmus, with "Lead and Gold" representing "dull and venal," (fn16 TE 

5.341).  Given that this couplet is a chiasmus, with the parallel imagery of dull and venal 

connected across to Lead and Gold and the new World with Saturnian days, there is no need for 

Warburton's commentary here because even a relatively obtuse reader would make the 

connections being pointed out between dull lead and venal gold. 

By my count, a significant number of the footnotes in The Dunciad in Four Books fall into this 

category of unnecessary commentary, with 35 of the 80 Remarks in Book I, 23 of the Remarks in 

Book II, and 17 of the Remarks in Book III being these informational footnotes.  For Book IV of 

The Dunciad in Four Books, this dilution becomes even more extensive because the original 

footnotes were already diluted by Warburton's excessive commentary in The New Dunciad – 

where 100 of the 127 footnotes are explanatory, allographic footnotes attributable to his editorial 

voice. 

Given these issues with the change in the hero of the poem, the weakening of the verse in 

places and the dilution of the rhetorical authorial and actorial footnotes in the later Dunciads, it is 

clear that the tighter version of this poem is The Dunciad Variorum of 1729.  It is this "perfect" 

version of the poem that requires the provided footnotes as part of the satire.  By the later 
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editions of The New Dunciad and The Dunciad in Four Books, large amounts of the commentary 

can be removed without affecting the satire but this does not hold true for the Variorum edition.   

This is not to say that the later Dunciads were imperfect, as the first 1728 editions were 

according to Pope, but to say that the changes in the poem and the footnotes lead to not just 

different editions of the same poem but to different poems.  The Dunciad Variorum and The 

Dunciad in Four Books are only related by their overall themes, subject matter and use of satire.  

The two poems, and their footnotes, serve different purposes for Pope.  The Variorum edition is 

a focussed attack on Pope's enemies within the literary milieu of early eighteenth-century 

London, particularly Theobald (who ridiculed Pope for his editing of Shakespeare), while the 

later Dunciad in Four Books is aimed at a larger and later audience: the lower-ranked readers of 

Pope's expanding literary marketplace and the readers of posterity.  Because of the shift in 

intended audience, the later Dunciad contains footnotes that do not tie directly into the satire.  

Instead, the majority of the footnotes are allographic footnotes provided by Warburton and these 

serve to build Pope's ethos for a new and future readership and, with this change in the focus of 

the verse and the footnotes, The Dunciad in Four Books is its own poem and should not be 

viewed as a revision of The Dunciad Variorum but as a successor to that edition. 
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Chapter 6 

Conclusion 

In the preceding chapters I have examined Pope's use of footnotes in his poems and come to 

the following conclusions concerning his footnoting practices.  Firstly, Pope's footnotes are part 

of the technological space of his printed page, for they appear throughout his work except in 

cases where he wished to publish anonymously.  This change in his anonymous editions 

indicates that Pope was aware that his readers perceived his verse as being presented with 

footnotes or, in the case of his Homer translations, endnotes – a practice that his adversaries 

parodied in some of their attacks on him.  Secondly, Pope's footnotes fall into four major 

categories within Genette's taxonomy of footnotes as paratext: initial authorial footnotes (author's 

commentary), actorial footnotes (fictional commentators), later authorial footnotes (author's 

commentary added to later editions), and allographic footnotes (commentary by other persons), 

of which the first two categories are not paratext while the latter two are paratext.  That the first 

two categories are part of the text, rather than paratext, suggests Pope intended his footnotes to 

be read alongside of and as part of his verse.  Thirdly, Pope's footnotes are rhetorical in nature – 

with the majority of his footnotes using the figure of amplification.  Fourthly, his footnoting 

practice changed as he developed further rhetorical uses for his footnotes. 

Over the course of his literary career, Pope developed and used a consistent poetics of 

footnotes.  He started using authorial footnotes in his early works to build up his authorial ethos 

while still a young man who did not have a full, classical education.  He then, over the course of 

his translation of Homer's Iliad, introduced allographic footnotes from other translators and 

scholars of Homer that meshed with his intention to celebrate the beauties of Homer's poetry.  
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Then, having worked with both authorial footnotes that were either text or paratext – depending 

on the poem – and allographic footnotes as paratext in his translations of Homer, Pope 

introduced actorial footnotes in The Dunciad Variorum that were part of the text and his satire 

was extended to include the whole of the printed page.   

In doing so, Pope developed a poetics of annotation that defined and governed his use of 

footnotes in his verse and, by the end of his career, it had the following characteristics: footnotes 

were rhetorical; they mainly used the figure of amplification; and they were primarily provided 

as part of the initial text, whether as authorial footnotes or as actorial footnotes from fictional 

versions of other authors in the London literary scene.  Given this combination of factors, the 

footnotes were part of the text and not paratext.  Pope was using all of the technological space of 

his page for the presentation of his verse and he intended the footnotes to be read by his readers 

as part of his verse.   

It is only with the footnotes from his work with the Richardsons as editors for the 1735 edition 

of his Works and with Warburton as editor and commentator for the 1744 and 1751 editions of 

his Works that the footnotes are paratext, providing variant readings and commentary on Pope's 

verse for later or less-educated readers.  The inclusion of these footnotes shows further, 

conscious control of his printed page by Pope.  By including the Richardsons' selections of 

variant readings in his 1735 Works, and Warburton's commentary in his later Dunciad and the 

deathbed edition of his Works in 1744, and by giving Warburton control of his legacy, Pope 

attempted to preempt the editorial response to his poems by other critics and later readers and to 

retain some control over his legacy into posterity.42  

                                                        
42 Warburton's footnotes in the 1751 edition of Pope's Works differ from those produced under 

Pope's supervision for the 1744 edition, and the differing rhetorical effects of both the earlier authorial-
allographic footnotes and the later truly allographic footnotes are subjects that warrant further study. 
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This poetics of annotation is also part of Pope's legacy, for he has influenced later authors in 

their own footnoting practices.  Many authors have used footnotes as part of their fictional texts 

since Pope published; a selection of titles would include Henry Fielding's The History of Tom 

Jones, a Foundling (1749), Laurence Sterne's The Life and Opinions of Tristram Shandy, 

Gentleman (1759–1767), Alexandre Dumas' Twenty Years After (1845), Mordecai Richler's 

Barney's Version (1997) and David Foster Wallace's Infinite Jest (1996).  But for the purpose of 

this dissertation, I will focus on authors and works that show a clear influence from Pope's 

poetics of annotation and/or use footnotes with their verse – a practice that really started with 

Pope.43  Authors who fall into this narrower set of categories and who were influenced by Pope's 

methods of footnotes include Eliza Haywood, various Anglo-Indian Orientalist poets, T. S. Eliot, 

and Vladimir Nabokov.   

Haywood's The Adventures of Eovaai (1736) uses frequent footnotes and, as Ros Ballaster 

observes in "A Gender of Opposition: Eliza Haywood's Scandal Fiction" (2000), "In the mold of 

Pope's Dunciad, footnotes punctuate the text, allowing the English translator to comment on the 

ambiguity of the text and criticize the cabal [of seventy philosophers who are interpreting the 

work]'s interpretive choices as well as the arguments of a scholar named Hahehihotu, a 

'commentator' on the cabal's 'translation.'" (158). The footnotes of Haywood's "translator" 

certainly follow the style of Pope's authorial and actorial footnotes – including attacks on the 

same targets as Pope.  For example, the translator says of Hahehihotu's commentary on 

Ochihatou's seizure of the Kingdom of Ijaveo's treasury for his own use, "our Author might have 

saved himself the Trouble of particularizing in what manner Ochihatou apply'd the Nations 

Money; since he had said enough in saying, he was a Prime Minister, to make the Reader 
                                                        

43 See Chapter 1 for a discussion of Cowley and Behn's two poems that preceded Pope's use of 
footnotes with his verse. 
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acquainted with his Conduct in that Point" (22), suggesting a parallel to the behaviour of 

Walpole and a similarity to Pope's later criticism of the Screen-master General in One Thousand 

Seven Hundred and Thirty Eight (22).  

Haywood's translator also makes emendations to the text in the manner of Pope's fictional 

Bentley, though the rhetorical figure here is amplification (with the footnote reinforcing the point 

being made in the political satire of the text) rather than a pathetical move to ridicule the 

pretended author of the footnote.  On page 70, the translator says of Osiphronoropho's thirst for 

conquest, "Ambition, and that Thirst of Power which is the *Plague of Sovereignty, turn'd all 

their Thoughts on enlarging their own Territories," noting that plague was chosen here because, 

though "Itch comes nearer to the Original…the Word was rejected, on account of its being too 

gross" (70 and fn* 70).  Again, on page 80 the translator provides another emendation, 

explaining the choice of "Levees of the Great" by noting, "this was certainly a Term unknown to 

the Antients [sic]; but, at present, there is no Word which so well expresses a Place of 

Attendance and Dependance" (80 and fn* 80).  Both of these footnotes serve to amplify the 

criticism of English society in the text. 

Haywood also gestures back to Scriblerus' sublime rant concerning Theobald's Double 

Falsehood with a footnote that recalls the three-page footnote in The Dunciad Variorum.  When 

the translator observes of Eovaai using her telescope to observe Ochihatou's mistaken sexual 

assault on Atamadoul instead of herself, "perhaps *Curiosity had the greatest share in her making 

use of it at this Juncture," the actorial footnote tells us "the [original] Commentator employs no 

less than three whole Pages in the most bitter Invectives on this Propensity, which, he will have 

it, is only natural to Woman-kind" (161 and fn* 161).  Here, instead of giving in to a rant and 

losing the plot as Scriblerus and the original Commentator of Adventures of Eovaai did, 
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Haywood's translator sums up the digression in a single sentence – recalling the pathos of 

Scriblerus' rant and undermining it with an effective criticism of contemporary male views of 

female motivations and behaviour concerning their sexuality. 

Another group of poets that appear to be influenced by Pope's poetics of annotation are the 

Anglo-Indian orientalist poets of nineteenth-century colonial India.  As Mary Ellis Gibson 

explains of the authorial footnotes to the poems in her critical anthology of Anglophone Poetry in 

Colonial India, 1780–1913 (2011), "the footnote was an important feature in orientalist verse and 

in early to mid-century Indian English poems generally…[and] the practices of annotation 

developed in India were widely adopted in Britain for orientalist subjects" (28).  She further 

notes of these annotation practices, "the footnotes to these poems are crucial," and they "include 

two kinds of materials: those originally provided by the poets themselves and the editor's 

explanatory notes" (28). 

Sir William Jones' "Plassey-Plain" (1784), subtitled "A Ballad, addressed to Lady Jones, by 

her Husband," has footnotes similar in style to those of Pope's Windsor-Forest, though they 

invert the rhetorical move of Pope's footnotes.  Jones' opening lines, with their traditional 

celebration of the object of the poet's verse, claim, 

'Tis not of Jâfer, nor of Clive, 
On Plassey's glorious field I sing; 

'Tis of the best good girl alive,  
Which most will deem a prettier thing. (1–4)  

 
These lines have a footnote that reminds his readers, "It can scarcely be necessary to recall to the 

recollection of the reader, the victory gained by Lord Clive, over Seraj'uddoula, Subahdar, or 

Viceroy of Bengal, on Plassey-Plain" (fn10 37).  Like Pope explaining the royal persons named 

in Windsor-Forest, Jones is explaining his reference to Robert Clive – the English officer of the 
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East India Company who secured Bengal for the English at the victory of Plassey in 1757.  But, 

unlike Pope, Jones is contrasting Plassey's importance when Clive was present with its 

importance in his ballad and, therefore, the importance of his ballad as a whole.44  Jones also 

provides a footnote explaining how his wife did not understand the dangers of her walk because 

when   

Wild perroquets first silence broke, 
Eager of dangers near to prate; 

But they in English never spoke, 
And she began her moors of late (25–28) 

 
Jones notes of "moors," that it was "a common expression for the Hindustanee, or vernacular 

language of India" and, hence, the parrots only spoke Hindi and his wife did not understand their 

warnings of an approaching snake (fn14 38).  This footnote works to build Jones' authorial ethos 

by asserting his knowledge of India, while also helping to build the pathos present in the 

humorous ballad by explaining the joke of Hindi-speaking parrots in India to an English 

audience.  The footnotes build up the humour of the ballad and undermine the seriousness of the 

verse, so that the poem's volta is clear when he avows his concern for his wife's journey across 

the field, "Yet oh! Had ONE her perils known,… He ne'er had found a resting place" (55–56). 

In contrast to Jones' light touch with both footnotes and verse, some orientalist poets took their 

annotations to extremes.  As Gibson writes of Henry Louis Vivian Derozio's political footnotes 

to his poems and her decision to provide them in abridged format in her anthology, they 

"included whole articles reprinted from his journalistic writings on sati and other topics" (28 – 

                                                        
44 See Chapter 2, p. 70 for a discussion of the naming of royalty as a rhetorical move in Windsor-

Forest. 
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29).45  In some cases, the orientalist poets retained their footnotes despite advice to the contrary 

from other established poets.  Thomas Medwin's "The Pindarees" (1821) retained its footnotes, 

despite Percy Bysshe Shelley's regret that "Medwin included Indian words in the text, with their 

meanings relegated to the notes" (Shelley Letters, 2:183–184 cited in Gibson 116).  For the 

orientalist poets, the footnotes marked their knowledge of "Indian intellectual and historical 

matters" for their English readers – a display of authorial ethos much like Pope's footnotes citing 

his allusions (Gibson 28). 

More recently, T.S. Eliot's The Waste Land (1922) shows the influence of Pope's The Rape of 

the Lock, with both the original heroic couplets of "The Fire Sermon" and the "Notes" at the end 

of the poem echoing the verse and footnotes of Pope's poem.  As Richard Ellmann notes in "The 

First Waste Land" (1973), "there was an unsuccessful imitation of The Rape of the Lock at the 

beginning of 'The Fire Sermon,' [where] instead of making her toilet like Pope's Belinda, Fresca 

is going to it, like Joyce's Bloom, [but] Pound warned Eliot that since Pope had done the couplets 

better, and Joyce the defecation, there was no point in another round" (54).46  The similarities to 

Pope's poem continue in the "Notes" too, for the many notes pointing out the allusions in the 

verse echo Pope's own footnotes to The Rape of the Lock and, in some cases, even the same 

sources – though it should not be surprising that both authors are alluding to Milton, Ovid and 

Virgil, given the Augustan satire present in both poems and the need of both the young Eliot and 

the young Pope to assert their control over their art – despite Eliot's claim in On Poetry and 

Poets (1957) to have "set to work to expand the notes, in order to provide a few more pages of 

                                                        
45 Sati or Suttee: "the former Hindu practice of a widow throwing herself onto her husband's 

funeral pyre" ("Sati" def.). 	
46 The relevant section is found in the facsimile edition of the original drafts on page 39, though 

Pound's only comment here is a warning that Eliot's "rhyme drags it out to diffuseness – trick of Pope 
etc[.] not to let the couple[t] diffuse 'em" (Eliot 39). 
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printed matter, with the result that they became the remarkable exposition of bogus scholarship 

that is still on view today" (109).  As A. Walton Litz observes of this statement in "The Waste 

Land Fifty Years After" (1973) it was Eliot's "best-known comment on the notes" and it was a 

"distortion of the original circumstances" of their publication (10).  He further explains, "the 

original notes were an integral part of the poem" because they were privately circulated among 

Eliot's friends when the poem was in typescript (9).  Eliot's explanation that the notes were 

merely bulk requested by the publisher belies the anxiety over the reception of his verse even 

among his friends that is indicated by his providing a key to his allusions to his most familiar 

readers.  In Eliot, Joyce, and Company (1987), Stanley Sultan says the notes "extend – for focus, 

reinforcement, enrichment" Eliot's methods in the poem (170).  The notes to The Waste Land 

operate like the footnotes to The Rape of the Lock, providing amplification of the allusions 

present in the verse and reinforcing the authorial ethos of the poet.  

In Pale Fire: a Novel (1962), Vladimir Nabokov uses actorial endnotes from an unreliable 

commentator, Charles Kinbote, to provide the central narrative of the novel.  Nabokov's fictional 

academic and poet, John Shade, both mentions his "book on Pope," entitled "Supremely Blest," 

and quotes "see the blind beggar dance, the cripple sing" from Pope's An Essay on Man in his 

poem (384, fn line 384, 419) – keying his reader to be aware of Pope before reaching the 

commentary of Kinbote that, as John O. Lyons argues in "Pale Fire and the Fine Art of 

Annotation" (1967), deploys "precisely the range that Pope uses in the notes to The Dunciad" 

(243).  Kinbote himself also invokes references to Pope's poems, for he hails from the fictional 

kingdom of Zembla – a mythical terra incognita that is referenced in Pope's The Temple of Fame 

and An Essay on Man, as well as The Dunciad Variorum and The Dunciad in Four Books – and 

he enacts the role of Scriblerus to Shade's Pope (Nabokov fn line 12 74, Pope TE 2 53, TE 3-1 
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2.224, TE 5.1.71–72 and TE 5.1 73–74.).  The structure of the poem follows the Essay too, "for 

Pale Fire is in pentameter couplets (although not heroic ones), and in four parts" (Lyons 244) but 

the structure of the endnotes follows the structure of the footnotes to The Dunciad Variorum – 

since these are the most useful rhetorically for Nabokov (and the most famous of Pope's 

footnotes) and the Essay was published anonymously without footnotes.  This hybrid 

construction allows Nabokov to undermine the issues in Shade's poem and to present Kinbote as 

an unreliable commentator.  As Lyons observes, the Essay "is concerned with many of the issues 

meditated upon by John Shade, but when Nabokov adds the burden of Kinbote's material to the 

poem those meditations appear pompous," or as Erick Keleman puts it, "the novel playfully 

suggests that interpretation derives from a reader's obsessions," as played out by Kinbote (244, 

80).  The use of Dunciad-style footnotes with the Essay-style verse allows Nabokov to satirize 

and criticize the stance taken by Shade in his verse even as he also ridicules Kinbote. 

Each of these authors shows a clear influence from Pope's poetics of annotation, though 

primarily from his footnotes to The Dunciad Variorum, which suggests Pope's practice of 

footnoting his verse had a currency beyond Pope's own building of his authorial ethos and 

appeals to pathos in his poems.  It also suggests Pope's poetics of annotation is worth further 

study, both for the effect of it on Pope and his contemporaries (which I have begun here) and for 

its effect on the literary canon into posterity. 
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