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INTRODUCTION

Continuously in print and translated into multigéanguages since it
was first published in 1877, Anna SeweBtack Beautys a classic work
of children’s literature that cultivates empathy foose who cannot speak
for themselves. If we now regard it largely as» fer children, however,
Black Beautywas originally produced for a specific adult reatié.
Writing to “induce kindness, sympathy and an un@ading treatment of
horses” among their routine handlérsSewell also critiqued the
contemporary fashion for using bearing reins anghaits on harness
horses. This aspect of the book was central fore#diest advocates,
including Edward Fordham Flower, a brewer and entelty activist well-
known in Victorian England for his opposition toetfbearing rein, and
George Angell, an American who acquired and digtetl copies oBlack
Beauty as part of his work for the Massachusetts Society the
Prevention of Cruelty to AnimafsThough she died shortly after it was
published, Sewell's book contributed significantly late nineteenth-
century campaigns against the bearing rein and insmea seminal anti-
cruelty text today. What is most remarkable ali®latk Beautyhowever,
is neither its appeal as a children’s story noeffectiveness as a didactic
text, though it is unquestionably powerful on bethunts. Rathem3lack
Beautyis a text that, while apparently simple in messagd mode of
delivery, suggests the diverse ways that lives aaldies were being
reshaped by complex economic and social forcdsarvictorian era.

Anna Sewell’s life began March 30, 1820 in YarmguEhgland® Her
parents, Isaac and Mary, were Quakers whose liwggstered the
profound changes being wrought on traditional agramodes of life
through the nineteenth century. Mary's early exgrere in a farming
family was idyllic in many respects. Though neveeailthy, the family
maintained both a generational connection to Itadaburers and sense of
tightly-knit communal values that engendered a esewnfs stability and
connection to the past. For Mary’s family, as faxny others, this way of
life was disrupted by rapid advances in technolaggustrialism and the
growth of alienated labour through the early yeHréhe century. In 1809,
when Mary was twelve, the country experienced aitaljural depression
and her father gave up the farm to enter the shippusiness. When this
endeavour foundered in 1817, Mary and her sistersd work as teachers
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and governesses to help contribute to the householtB19 she married
businessman Isaac Sewell, and the couple relo¢atédndon where he
established a small shop. Anna was born the foligwiear, followed by a
brother, Philip, in 1822. Also in 1822, Sewell'ssmess failed and the
family relocated, establishing the pattern of ecoiwo instability and
geographic displacement that continued through nafcAnna’s life. A
sense of grounding came not through a sustainedection to place,
therefore, but rather as a result of the values emsbtional support
provided by her mother. Like many middle-class ®iitn women, Mary
Sewell placed great emphasis on spiritual and mmaters. At home,
Anna and Philip were raised to embrace an ethalédiscipline and to
eschew worldly pleasures. In the community, Maryswa tireless
philanthropist who focused on such causes as abusim, temperance,
and education for the working classes, all therhas witimately became
central to Anna’s focus iBlack Beauty

Unable to afford significant formal education fagrhdaughter, Mary
undertook some of this labour herself based orsyls¢em expounded by
Richard and Maria Edgeworth Practical Education(1798). Mary also
began to write and her earliest bodalks With Mamawas a reader
comprised of one-syllable words published anonyryons1824. Later in
life she became a successful author, producing rabau of works of
moral education in prose and verse that found agd&® among children
and the working classes. Though she and AnnaHeftQuaker church in
1835 and were subsequently baptized by the Chur&ngland, Mary’'s
emphasis on the spiritual values of hard work, moharacter and self-
discipline influenced Anna’s world view. IBlack Beautywe thus find a
character who perseveres, much like a Christian, raspite significant
trials. Anna’s sympathy for animals was also shapeter mother, whose
interest in natural science was coloured by heebgl the divinity of all
living things. From an early age the Sewell chifdveere taught to be kind
to animals, and in later life when Anna witnesseiinal cruelty it “roused
her indignation almost to fury.”

The process of writinglack Beautyunfolded over a significant period
of time. Anna, an invalid spinster, lived with hgarents until her death at
fifty seven. At fourteen, she suffered an injuryhir ankle that limited her
ability to move and throughout her life she expeeel recurrent bouts of
illness. Sewell’'s biographers suggest that her iphyslimitations
contributed to Anna’s interest in horses, sincéngdand driving provided
a sense of freedom and mobility for much of heeliBefore being
confined permanently to her home in 1871, Anna wdnkith her mother,
helping to establish a Working Man’s Club, as wafi assisting in
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temperance work and other charitable endeavouliewviiog her retirement
from this aspect of public life Anna began writiBtack Beautyher only
novel. In November 1871 she recorded in her didrgm writing the life
of a horse and getting dolls and boxes ready foris€has.® Work
proceeded slowly, however. Anna was impeded byalith and at
various points it seems that she dictated work &yM“writing or reading
being equally impossible to het.By 1876 she was still not finished,
though her journal notes that she was continuingnase progress. In the
winter of 1877, Sewell’s health improved somewhad ahe was finally
able to complete her novel. It was sent to Maryibligher, Jarrold and
Sons, and was published in November 1877. Sewsquhaway shortly
thereafter, in April 1878, without living to see iexceptional success. In
England, the book went through more than thirtyfeditions in a decade,
while in America, where it was marketed as “Tlecle Tom's Cabirof
the Horse,” more than one million copies were datad by 189F.Copies
were distributed widely to drivers and cabmen, adl s to schools,
whereBlack Beautyoegan its career as a children’s book.

As a didactic textBlack Beautyspeaks directly to the working-class
men who were primarily responsible for the carehofses during the
Victorian era—the grooms, stablemen, ostlers, ahhieliverymen and
coachmen, as well as the boys whose working livesldv ultimately
involve horses. With this group in mind, Sewelldses on practical issues
of animal husbandry as well as on broader questaingorking-class
character. In many respects a primer of sound eguianagemenBlack
Beautymakes a case for proper stable management aridesuiumane
practices for breaking colts to ride and drive. &&y this, she also offers
an object lesson to boys who ride and drive thenigs roughly as well as
to adults more concerned with fashion than the-tveilhg of their animal
charges. In taking up matters of human charactercaver, Sewell also
addresses issues connected with the moral impraveofethe working
classes. Thus, for example, the death of ReuberthSmaimes a direct
moral about the perils of drink, while the punistminef Filcher offers a
warning about dishonesty.

If Sewell deals directly with questions of animalisbandry and
working-class moral education, however, she alstreades larger questions
about character central to dominant conceptionsViftorian social
identity. This aspect of the text identifies kindeaeand moral responsibility
to others as central components of masculinity,effect positioning
middle-class norms as a model for society as aevionlemphasizing the
need for Christian values among those who hold powmer others,
moreover, Sewell offered a prospective antidote the effects of
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contemporary public life, in which economic indivlism predominated.
One effect of this focus is that although she awkedges the special
moral wisdom of women, children, and animals thioug the text,
Sewell does not challenge the patriarchal structidr®ictorian society;
rather, she emphasizes the need for men to temmedlyconcerns with
Christian kindness. Throughout the text, set-plectures on the need for
sympathetic treatment of others are delivered leyidealized gentlemen
who appear as role models. Like her contemporamdiGal Newman,
whose famous description of the gentleman emphédsie imperative to
consider the feelings of others, particularly theal and vulnerable,
Sewell dwells on the responsibilities that accomypamasculine
entittement to goverh.If Squire Gordon and the “true gentleman” who
step forward to defend horses against cruelty brarly members of the
privileged social class implicitly referenced inctbrian definitions of the
gentleman, however, Sewell also includes workirsp€l examples of
gentlemanly ethos. Thus, for example, John Mardg, Green and Jerry
Barker become spokesmen for enlightened principlesindness and
Christian charity, and in doing so take their plaa® gentlemen of
character if not of means. Also connected with lthenane ideal of the
Christian gentleman is Black Beauty himself, whdbeswes the values of
hard work, earnest effort, and fair play central ¢ontemporary
conceptions of normative masculinity.

Beyond his connection with Sewell's representatmfn masculine
identity, Black Beauty has been read as a figurpressive of the
ideological struggles of a range of disempowerexdigs including slaves,
servants, and women, among others. The parallehdest Beauty’'s
position in Victorian society and that of slavestimerica was recognized
early in the book’s career, and has subsequenty leéaborated by such
critics as Peter Stoneley and Moira FerguSoffor Ruth Padel, the
narrative of Ginger's breaking-in is a metaphoape scene that recalls
conventions of eighteenth-century pornographicrdiiere, while as an
allegory of fashion and gender, Gina Dorré poinifs the novel suggests a
relationship between harness and corset that dadfertique of normative
Victorian femininity* Taken together, these diverse critical readings
suggest how the novel’s focus on sympathetic ifleation and use of an
animal hero allows it to express a diverse rangme$sages beyond the
author’s original design. Though Sewell's intendedssage may have
focused on a specific readership, then, the novagbpeal has always
exceeded this mark, cutting across boundaries ®fad gender, time and
place.
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What ultimately connects readings that identify thero’s position
with such a wide range of diverse—and even coirilict-experiences is
Sewell’s appeal to a sentimental world view. Though experiences
significant trials over the course of his life, Bearemains a quintessential
sentimental hero, bearing his suffering and maiimgi a sense of good
will towards his human owners, to whom he is uefaltgly obedient and
kind. When he is finally restored to an idyllic allenvironment at the end
of the novel, Sewell seems to identify Beauty's gydortune as a reward
for his good behaviour even as she affirms thentiatefor kindness in a
world that seems hostile to feeling. In doing dwg snakes a connection
that Philip Davis has identified between the Viaar penchant for
sentimentality and the pressures of modernizatidthen people moved
from the countryside to the towns and hardly knelere they were any
more in that harsher and faster world,” he suggéstsleast they still
knew the communal heart was in the right pla@elt Black Beauty
Sewell uses the language of sentiment to distihgthie logic of what is
“right” from the emphasis of human social hierarcbp economic
systems. Beauty’s suffering thus places him as deirfigure, the “hero of
good and noble heart” that Fred Kaplan identifies central to the
sentimental mod& If Beauty loses his connection to place when heds
Birtwick Park and the countryside of his youth, rthéiis belief in the
values associated with that place remain, andbiblief is rewarded when
he is returned to a lost Eden.

If it seems to offer sentimental reassurance abwitenduring power
of good feeling and the rewards of good behavibowever Black Beauty
is a complex text that does not ultimately providey answers to the ills
of modernity. As with Anna herself, Black Beautypexiences the effects
of massive change associated with the advent ofthntdagy,
industrialization, and an emergent global econoihough Beauty’s life
at Birtwick Park affirms the values associated witiealizations of
traditional agrarian hierarchy—it is a place whémngman and animal
servants are treated kindly and valued as indiVgduthis mode of life
proves to be fragile, and is recursively disrudtgcexigencies of ill health
and economic hardship. After Mrs. Gordon becomksritl the family
must go abroad, Beauty is purchased and sold a ewuofbtimes, with
each change of situation tending downward. Theatige shift from a
rural to an urban setting that frames this trajgctemphasizes the
increasing sense of alienation evident in Victorgotial relationships.
When he complains about being treated like a sexagme by his cockney
drivers, for instance, Beauty voices the experievfcebjectification in a
labour market, an effect shared by animals and hub®ngs across a
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range of classes. If it draws our attention to thals of economic
individualism, moreover, this progression also ®sg the extent to
which the discourse of sentiment exists in tenswith capitalist ideology
in Sewell’s text. Early in the novel Duchess, Bl&#auty’s mother, offers
words of wisdom that suggest the fragility of thdividual’'s position in a
world governed by economic considerations. Beagigtes, “She told me
the better | behaved, the better | should be tdeated that it was always
wisest to do my best to please my master.” To thisyever, she adds a
significant caveat: “I hope you will fall into godthnds; but a horse never
knows who may buy him, or who may drive him; itaié chance for us,
but | still say, do your best whatever it is, arekl up your good name.”
Though addressed specifically to the plight of tteese as an economic
object, Duchess’s description also suggests thenexbo which human
agency was determined and limited by economic ahahmughout the
Victorian era. Indeed, the prospect of financiainfathrough loss of
employment due to shifting economic conditionsséssin the markets, or
the collapse of banks—haunted Victorians acrossstiogal classes. This
early passage thus intimates that despite the sow&libsequent
affirmation of feeling as a fixed index of rightdamrong, our experience
is ultimately structured and determined by fluditugieconomic conditions
indifferent to considerations of good character.

The concern with chance evident in the novel mightdismissed as a
matter of sentimental plotting intended to provekeaffective response. It
is chance, after all, that delivers Black Beautnircertain death on the
streets of London and leaves him happily situatethé novel’s closing
pages, just as it is chance that provides a betnesscfor Jerry when
illness threatens his ability to provide for hisniyy. In context, however,
the novel's representation of chance cuts deep®r éore aspects of
human and animal experience in the Victorian erboufh Beauty's
mother advises that he keep up his good name uhisilative experience
suggests that a world governed by concern with @minutility offers no
real place for recognition of one’s moral fibre. dp#ge his repeated
willingness to protect his masters at great perdsoost, Beauty remains an
economic object to be disposed of when he is ngdoof use. Praised for
saving the life of Lady Anne, Beauty is nonethelkggidated from the
Earl's stables after Rueben Smith breaks his kaedshe is permanently
blemished. Though the Earl acknowledges feeling bhhdut ruining
horses acquired from a friend “who thought they Michave a good home
with me,” he concludes in favour of fashion: “I ¢dunot have knees like
those in my stables.” This pattern continues thhowg the text, and when
a starved and beaten Beauty collapses in the stoddtondon it is not
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sympathy that saves him from the knacker, but rathis owner’s
susceptibility to the economic argument that wihktrand feed “you may
get more than his skin is worth.” Even the aptlymed Farmer
Thoroughgood, who purchases Beauty at the urgingsofirandson, does
so with an eye to resale. When Beauty closes biy sty assuring us that
his newest owners “have promised that | shall neeesold, and so | have
nothing to fear,” sentiment makes us hope for bistiaued happiness but
experience reminds us of the fragility of such pisas.

For Beauty, then, the tension between feeling axwh@mic exigency
cannot ultimately be resolved in the novel’'s seatital ending. This
conflict becomes even more central in the noveltheo subplots,
particularly when Sewell shifts her attention frostudies of good
character to questions about the role of enviroriimeshaping “bad.” The
most noteworthy counterpoint to Black Beauty in tleevel is Ginger, his
stablemate and friend at Birtwick Park. Though @irgy bad temper
initially contrasts with Beauty's positive attitudewards others, her
suspicion of humans seems justified when we leanw Bhe has been
treated by men. Unlike Beauty, who receives an giaim education from
Farmer Gray and thus has no cause to fear peopfgeiGis tortured
during her early training. As a result, she haslelitolerance for ill-
treatment and expresses decidedly political viebautathe subjection of
animals to the whims of man—though her manner imgscsignificantly
when she is treated consistently and considerdfeBeauty’s experience
seems to validate sentimental ideas about the \aflg#oic suffering and
the power of good character, then, Ginger com@iand unsettles this
focus on individual agency by introducing questicaisout the ways
character may be shaped by chance. Over the cafrsbe novel,
moreover, it becomes evident that possession adaal @r bad attitude
does not ultimately shape a horse’s destiny. Thotigiir training and
manner are different, both Beauty and Ginger dabternhe lowest ranks
of the equine order, and both experience a leveutiering that lead them
to wish for death. Though Beauty is ultimately shweis important to
remember that this, too, is a matter of chancelen@inger’'s death offers
a more realistic account of the fate experiencedbgt working horses in
the Victorian era.

Ginger’s role in highlighting the negative effeafsa system governed
by economic concerns is further extended in theysib Seedy Sam. Just
as Ginger and Beauty offer a counterpoint betwemrd doehaviour and
bad, Sam and Jerry seem to be opposites. Jermpéaxial cabman and one
of the text’s most notable “true gentlemen.” Alwaysd to his horses and
solicitous of their comfort, he refuses to work®mnday, treats others the
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way he would be treated, and extols the valuesraperance. By contrast,
Seedy Sam is berated by the other cabmen for hishghappearance and
treatment of his horse. Rather than take up théemat a question of
individual failing, however, Sam responds by paigtout how a capitalist
system practically excludes opportunities for kiesln Unlike Jerry, who
owns his cab and horses, Sam must pay for the fukerse and cab at
high rates; as a result, he points out, “if thesherdon't work we must
starve, and | and my children have known what thdiefore now.” He
continues, “tis a mockery to tell a man he mustowarwork his horse, for
when a beast is downright tired, there’s nothingtbe whip that will keep
his legs agoing—you can't help yourself—you must pour wife and
children before the horse.” Sam’s story framesiefbif powerful, social
critique that directs our attention to the limifstioe text’'s moral vision as
a panacea for the ills of modernity. As the chiabman concedes,
“You've beaten me Sam, for it's all true.” His selgsient suggestion, “you
might tell the poor beast that you were sorry tketé out of him that
way,” rings hollow in context insofar as it suggetite limited power of
words to challenge or change overarching econotnictsires. Tellingly,
Ginger and Seedy Sam die within pages of each adnerboth characters
offer a glimpse of the complex roles economic aadia environments
play in determining one’s circumstance.

If Sewell's appeal to the discourse of sentimenumslercut by her
emphasis on the overarching power of economicsetercdhine individual
circumstance, it is also unsettled by the noveithepomorphic depiction
of an animal hero. Beauty's story is framed explichs autobiography, a
genre that represents his experience via a humatelnod psychological
development. Associated with codifying normativéuea in the Victorian
era, autobiography also sentimentally suggestecbtiveer of individual
agency and proper feeling to triumph over circumsta It was thus used
not only to represent the life histories of prigésl subjects, but also
appropriated and strategically deployed to suggesbnnection between
disempowered subjects and members of more pridiggeups:> As with
slave and working-class autobiographical narratiVeess Cosslett points
out, Beauty’s story is framed in ways that makesecfor his similarity to
the people he serves. Though not the first workrofal autobiography,
she addsBlack Beautys a novel that “allows the reader to slide in andl
of horse-consciousness, blurring the human/animalidel™® In
humanizing Beauty, Sewell ensures that readers redaie to and
sympathize with his feelings: his suffering is pwgt for us because he
identifiably feels as we do. Because his valueaaie and endorse those
of dominant society, moreover, Beauty’'s sufferingesl not prompt
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rebellion against existing norms, but rather affirthe need for kindness
within an existing social framework.

In framing this approach to animal subjectivityw®d both invokes
and revises themes central to Victorian scienceathits that were very
much in the air by the tim@lack Beauty was published’ For anti-
vivisection activists such as Frances Power Cofiivzegexample, animals’
capacities for feeling were central to argumentairegj mistreatment.
When humans violate animals, she argued, they engmgcts of moral
atrocity at odds with Christian values. Cobbe thifferentiates man’s
wants—which animals must serve—from mere “wantosriétf from the
odious delight in witnessing suffering, or from ifws tempers, or
parsimony, or idle curiosity, we put an animal tedless torture,” she
asserts, “we stand condemned; we have offendedstghe law requiring
us to refrain from inflicting pain on any being whj by its sentient
nature, is sensible to pain.” As a fiction of aninexperience,Black
Beauty takes up a position analogous to the one outlingdCobbe,
suggesting that while it is the duty of animalsésve man, human beings
must be governed by the Christian duty of kindnédthough he tells us
of his preference for liberty, then, Beauty coneedkhis labour “I am not
complaining, for | know it must be so.” What is aft missing, Sewell
makes clear over the course of the novel, is theamu obligation to
govern responsibly. Other contemporary views ofrtiationship between
man and animal took up similar perspectives, thooffen with less
stringent views about the need for man to tempestena with kindness.
Philip Hamerton, for example, takes the horse’sydatserve man as a
matter of divine sanction. Though he acknowleddes value of kind
treatment, then, Hamerton concludes “I have notdi®n in making the
horse do his duty, by gentle means, if possible,—hbysher means, if
necessary.”

Such views were both supported and complicatedhéyater scientific
work of Charles Darwin, who by the 1870s had betquexplore openly
the interconnections between man and animals stegbesly obliquely in
The Origin of Species (1859). Breaking definitively with religious and
philosophical models that differentiated man frothen species on the
basis of their possessing neither souls nor emalticapabilities, The
Descent of Man (1871) andThe Expression of the Emotions in Man and
Animals (1872) highlight the evolutionary trajectoriesttibannect diverse
species. Where animals were traditionally regamiediological machines
distinct from human& Darwin’s work postulates that “there is no
fundamental difference between man and the highemmmals in their
mental faculties? This argument suggested a biological basis for
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emotional continuities between people and anineaden as it articulated a
new way of viewing the interrelationship betweeh Ialing beings. If
Darwin offered scientific support for animal actts’ arguments about
shared structures of feeling, however, his theaaslee set aside both the
traditional religious belief that human beings coamah other species by
divine right and the appeals to sentiment centrartti-cruelty discourse.
Though Darwin did not challenge the idea of man’e-@minence, as
Harriet Ritvo points out’ his descriptive metaphors invoked and
reinforced notions of economic individualism popula Victorian
England. Certainly, Darwin’s concept of evolution @ matter of chance
rather than part of a divine plan lent indirect poh to contemporary
economic individualists who advocated self-intemar altruism.

For Sewell, who was not only emphatically religgobut also
passionately opposed to the effects of economiiwichehlism, the maxim
that everyone “take care of number one” is a céfbd@us of critique in
Black Beauty To raise the issue via the discourse of sentireetst aside
the public authority of sciences such as economidsology, and prompts
us—as Nicola Brown suggests—"“to feel and act righg human beings
and moral actors?* Black Beautyrepresents the complexities of a world
caught between sentiment and economics, in efféetlenging the
fundamental distinction between private feeling guathlic conduct these
categories imply. If it unsettles the fundament#tidctions between
public and private spheres that anchored Victoitleas about identity,
however, it also affirms the human capacity to iaca principled way
towards others. Indeed, though individual agencygfisn overwritten by
the social structures in which the characters atbeglded, Sewell’s text
ultimately insists that our choices matter.

Though horses are no longer central to the econdamction of
contemporary society, such knowledge of choiceinaes to resonate as
we contemplate the mistreatment of animals useddoreation, such as
race and show horses, of animals used in scientfgearch, and of
animals produced as part of industrialized agrittess. Indeed, our
current cultural responses to issues of animalltyrudten veer between
the sentimental and economic perspectives artedlat Black Beauty
Like the Victorians, we have a tendency to focushezi on the
sentimentalized, exceptional individual, or to trah members of a class
as an economic aggregate—with the end result therbeching structures
that support cruelty remain entrenched. As a neitdl a specific purpose,
Black Beautyhad a tangible impact on abuses of the bearimg ¥ait, one
could also argue that Sewell's conservative comenitt to an existing
hierarchy foreclose on her text's more radical iogtions for systemic
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change. If we set aside binary assessments ofotved as either politically

radical or conservative, however, we open ourseivets real richness as
a work that raises but does not resolve tensiotvedam utility and feeling,

self and other, the powerful and the powerless.
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NOTE ON THETEXT

Anna Sewell sold copyright of her novel outrightighe first edition was
published as a complete novel by Jarrold and Sénsonedon in 1877,
with an American edition under the imprint of F.Mupton Publishing
appearing the same year. Modern editions Bidick Beauty have
frequently used the 1915 Dent edition as copy t&kie Dent version
modernizes Victorian conventions related to purtcdna paragraphing,
and dialogue, truncates the title, and eliminatestfand end matter that
identifies Sewell as the story’s “translator” (inding a short note at the
end of the text directing the reader to furtheoueses). In the interest of
restoring these historical details, the currenti@dihas adopted the first-
edition 1877 Jarrold and Sons edition as copy text.
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A BRIEF CHRONOLOGY

Anna Mary Sewell born March 30, Great Yarrhoiitorfolk; the
Sewell family moves to London.
Brother, Philip Sewell, born. Isaac’s busirfads, and the family
move to Dalston.
Mary Sewell write®valks With Mama
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BLACK BEAUTY.
His GROOMS ANDCOMPANIONS
THE AUTOBIOGRAPHY OF AHORSE

Translated from the original equine

by
Anna Sewell.



To
my dear and honoured
Mother,
whose life, no less than her pen,

has been devoted to the

welfare of others,

this little book
is affectionately
dedicated.

“He was a perfect horseman, and never lost his eemyth his horse,
talking to and reasoning with it if it shyed or teal, as if it had been a
rational being, knowing that from the fine orgatisa of the animal, a
horse, like a child, will get confused by panicrfeahich is only increased
by punishment.” From thkife of Charleingsley Vol. II., page 9.
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CHAPTERONE

MY EARLY HOME

The first place that | can well remember, was gdgsleasant meadow
with a pond of clear water in it. Some shady tresmed over it, and
rushes and water-lilies grew at the deep end. @heshedge on one side
we looked into a ploughed field, and on the otherleoked over a gate at
our master’s house, which stood by the roadsid#heatop of the meadow
was a plantation of fir trees, and at the bottoraraning brook overhung
by a steep bank.

Whilst | was young | lived upon my mother’'s milks &could not eat
grass. In the day time | ran by her side, and gittnii lay down close by
her. When it was hot, we used to stand by the porttie shade of the
trees, and when it was cold, we had a nice warrd sbar the plantation.

As soon as | was old enough to eat grass, my moed to go out to
work in the day time, and came back in the evening.

There were six young colts in the meadow beside they were all
older than | was; some were nearly as large asmugwhorses. | used to
run with them, and had great fun; we used to gadlbpgether round and
round the field, as hard as we could go. Sometiwedad rather rough
play, for they would frequently bite and kick aslivees gallop.

One day, when there was a good deal of kickingnmher whinnied
to me to come to her, and then she said,

“I wish you to pay attention to what | am goingstay to you. The colts
who live here are very good colts; but they ard-barse colts, and of
course, they have not learned manners. You have ek bred and well
born; your father has a great name in these panid,your grandfather
won the cup two years at the Newmarket rgcgsur grand-mother had
the sweetest temper of any horse | ever knew, ahihk you have never
seen me kick or bite. | hope you will grow up gerdahd good, and never
learn bad ways; do your work with a good will, §ftur feet up well when
you trot, and never bite or kick even in play.”

| have never forgotten my mother’s advice; | kndwe svas a wise old
horse, and our master thought a great deal ofH@rname was Duchess,
but he often called her Pet.
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Our master was a good kind man. He gave us goat] fpmnd lodging,
and kind words; he spoke as kindly to us as healds little children; we
were all fond of him, and my mother loved him vemych. When she saw
him at the gate, she would neigh with joy and tieto him. He would pat
and stroke her and say, “Well, old Pet, and howoigr little Darkie?” |
was a dull black, so he called me Darkie; then balevgive me a piece of
bread, which was very good, and sometimes he btoaigtarrot for my
mother. All the horses would come to him, but Inthiwe were his
favourites. My mother always took him to the towm & market day in a
light gig.

There was a ploughboy, Dick, who sometimes cane onir field to
pluck blackberries from the hedge. When he hadneallehe wanted, he
would have, what he called, fun with the coltspthing stones and sticks
at them to make them gallop. We did not much miimd, Hor we could
gallop off; but sometimes a stone would hit and bisr

One day he was at this game, and did not knowtlieathaster was in
the next field; but he was there, watching what \aeg on: over the
hedge he jumped in a snap, and catching Dick byathge he gave him
such a box on the ear as made him roar with thega surprise. As soon
as we saw the master, we trotted up nearer to kaewent on.

“Bad boy” he said, “bad boy! to chase the coltsisTis not the first
time, nor the second, but it shall be the last—ehetake your money and
go home, | shall not want you on my farm again.”"v@ never saw Dick
any more. Old Daniel, the man who looked after libeses, was just as
gentle as our master, so we were well off.



CHAPTERTWO

THE HUNT

Before | was two years old, a circumstance happewhith | have
never forgotten. It was early in the spring; thkeel been a little frost in
the night and a light mist still hung over the pégions and meadows. |,
and the other colts were feeding at the lower pathe field, when we
heard, quite in the distance, what sounded likectheof dogs. The oldest
of the colts raised his head, pricked his ears, said “There are the
hounds!" and immediately cantered off, followedthg rest of us to the
upper part of the field, where we could look ovex hedge and see several
fields beyond. My mother, and an old riding horéeoor master's were
also standing near, and seemed to know all about it

“They have found a hare,” said my mother, “andhéyt come this way,
we shall see the hunt.”

And soon the dogs were all tearing down the fidlgjaung wheat next
to ours. | never heard such a noise as they maugy d@id not bark, nor
howl, nor whine, but kept on a “yo! yo, o, o! ya,yo, o! yo! yo, o, 0,” at
the top of their voices. After them came a numidemen on horse-back,
some of them in scarlet coats, all galloping as dasthey could. The old
horse snorted and looked eagerly after them, angoweg colts wanted to
be galloping with them, but they were soon away itite fields lower
down; here, it seemed as if they had come to adstiduwe dogs left off
barking, and ran about every way with their nosethé ground.

“They have lost the scent,” said the old horsefHpps the hare will
get off."

“What hare?” | said.

“Oh! | don’t know what hare; likely enough it mayg lone of our own
hares out of the plantation; any hare they caniilddo for the dogs and
men to run after;” and before long the dogs bedmsir t'yo! yo, o, o!"
again, and back they came altogether at full speadting straight for our
meadow at the part where the high bank and hedgdharng the brook.

“Now we shall see the hare,” said my mother; arsd flaen a hare wild
with fright rushed by, and made for the plantatiom. came the dogs, they
burst over the bank, leapt the stream, and camardpscross the field,



