
"ethos", which is to say by the pressure of a temperament 
that struggles to discriminate and to understand, and 
to push its understanding to the limit, should have been 
made initially at least in more modest terras, such as 
those which R , P. BLackraur offers when he argues that,

Style is the quality of the act of perception 
but it is mere play and cannot move us much un­
less married in rhythm to the urgency of the 
thinft perceived: <r until - to say it again - 
beha\iour gets into the words and sings.

55

We desire the freedom which style offers, and it seems 
that a person who is unresponsive to the element of style 
in any art is incaprble of a proper response to the life 
of a work. A manifest) such as the following by Val6ry 
commands the deepest assent:

Je chervhe un mot (dit le po??ie) un mot qui soitt 
f/fli i n i n ,
d e deux sy I. I ahes , 
c on t mi pis t P ou F , 
termini par unr mueite,
et s^nonyme d<> brisure, d 1 i on ;
et p;i> savant , pns rare.
Six conditions - au mo ins 1

56

Unless the poet, -ichieve s f;raee of style he achieves 
nothing; but .is an end in itself grace of style seems too 
exclusive. 'Die very purity of a poem such as ‘Cupid and 
my ('ai;!| i > i s ps> ’ is, in ? hi' last count, a limitation, for the 
little world of cards and H s s e s  clicks shut so perfectly 
that it finally restricts the mind.

Ortega y Gasset has spoken most acutely of the 
"■will to style", and his phrase implies that therw car) be 
an element of ruthlossii*'.^ it) the drive to achieve a form

• 57so perfect that it excludes all "psychic contagion .
Ortega recognises that the desire to dehumanize art may bo
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fed by a healthy irritation at excessive claims for art 
as man's sole source of salvation, but he rscognizes too 
that it may involve a "disgust for the human sphere as 
such". Lawrence makes a similar suggestion in the course 
of his presentation of Loerke in Women in Love* One 
evening Gudrun and Ursula find themselves alone with the 
little German in the Alpine retreat. He produces a 
photograph of one of his statuettes - a young girl siting 
naked across the flank of a powerful horse. Ursula reacts 
strongly to the brutality of the horse, and Loerke 
defends his creation, condescending from "the height of 
esoteric art to the depths of general exoteric amateurism"t

That horse* is a certain fo rm, part of a whole form. 
It is part ol' a work of art, a piece of form.
It is not a pii ;.ure of a frirmd’y horse to 
which you Ri\e a lump o'' sugar, do you see - it 
is part of a wo.'k ol art, it has no relation to 
anything outside that work of art.

58

Loerke- accuses Trsula of beiri<' itn tinontal and he ridicules 
her attempt to i.-late art to i i fr : he takes the delight 
of the real i •(. in destroying the drean.. But Ursula’s 
response is not nai\e. \shen she protest*,

The hrnjr is a pirtnrc? ■'r vour own stock, 
stupid hr it s! i ty, and the tTirL was a giri 
you Li.w.t an1; tortured and thon ignored ...

she has pit’s • d the truth about the "k.'eine Malscin'ilerin" 
whom l.o.ukp exploited, and who was the model for the 
statue. Loerke is really insisting not that the work of 
art is autonomous and dehumanized, but that the cynicism 
and cr\iolt\ embodied in the statue should be celebrated 
and accepted as beyond question: what the listening Gudrun 
finds embarrassing is not Ursula's naivety but her pity 
for the girl with her small feet "folded one over the 
other as if to hide".
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John Bayley points out that it has become once 
again modish to talk of a writer like Genet as 
•annihilating nis subject by the serenity and intelligence

59of hi* imagination". The comment may have some reltvance 
to Genet but it has none to a work such as King Lear.
It is in the nature of certain works of literature to be 
deeply disconcerting, and to ha-e lived in the world 
of Crime and Punishment for a weok, or a fortnight, is 
to have known intelligence, but not serenity. Marvell 
coulcf, in one mood, contemplate the mind's ability to 
annihilate "all that's made/ To a green thought in a 
grepn shade”, but he would have considered it a preposter­
ous idea that poems are precluded by their nature fros 
celebrating “memorable scenes" outside the garden, or 
even from making pragmatic points about "the industrious 
bee",60 There are different kinds of poetry, ar.d 
different effects proper to poetry: nonetheless, :ne 
majority of writers take it for granted that it is as 
much tiieir task to break down the reader's barriers of 
indifference as to achieve a proper artistic detachment.
In The Winter's Taj e , before Paulina brings the statue of 
Heririone to life, she says, "It is required that you 
awake your faith" (v.iii.9 ^), and in this injunction she 
speaks like an artist demanding that we be prepared to 
be liovp t h a tie ci -a»c*d artifact i.as both its own 
potential life and the power to transferal *.he moral and 
spiritu.il quality of the lives of ti.c«e who experience it. 
From Aristotle awards innumerable' attempts have been 
made to surest he nature of this transformation, and 
of those fee have conside -ed Sidney's '.inetic claims at 
some length, and with some reservations. In ot*r own 
century the accounts crowd jostle: art helps the
individual to achieve a balance of h •“ emotions, says I.A. 
Richards; it provides society with therapeutic rituals, 
says Kenneth Burke; it helps us to understand what makes 
for life, says Leavisj it reveals 'o us our deeper selves,
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says Col1i n g w o o d B u t  all such .eaarks relate to 
the consequences of the reading of poeo*s rather than 
to poems, and the critic may veil feel that his proper 
concern as '-ritic stops at the moment when the poem 
ceases to possess and to enlarge the taind, and when the 
reader turns once again to the brazen world.

There is, however, one feature of art which we 
must mention before concluding this section. 'i the 
"will to s f le" is capable of achieving its greatest 
rotentia' and of dealing with the richest materials when 
the urge of th<» writt-r is to make behaviour sing, it 
seems equally f n o  - as we noticed in our discussion of 
both the con ft on t n ; i v r* impulse within the imagination, 
and of romantic modes - that one of the deepest urge* of 
the artist is to do symbolic assault upon the sweet 
autonomy of his son*-. Even in ‘Cupid and my Campaspe*
Lyly inserts the ntrusive "but who knows how", even 
in Arcadia 'he shepherd sings "as though he never could 
be old” . At the end of Th»' Tempest - and the gesture is 
pa rati i / in.; t i : - Prosporo drowns his book and breaks his 
staff, and in ih- I.pi iogue he steps right out of the play 
and usher«t the audience back into life. Rilke, in his 
poem 'The Spirit Ariel*, gives superb expression to the 
effect of this moment:

this m.tn who's duke ;gain. - The way he draws
the wire into his head, and hangs himself 
beside thf other puppet s , and henceforth 
begs mercy of the play.

L

The itrâ .e of the puppet-mas t e r cruelly drawing the -ire 
into his own head is terrifying, for we have inevitably
Seen swept up 
all crave a se

into Prosporo' exercise of his power
change: we all tend to identify with

the powerful magician who can conjure it into bei.ig.

L

n
L
j



the magician renounces his magic and "hangs himself b«aid© 
the other puppet®” we «re angi*v with hi® for breaking 
the enchanted circle. ¥e are terrified because w« ir«
so «ncoaproaiiIngly returned to life, and returned with 
a bared awareness both of its joys, and of the ac' ing 
continuance of he t rayaI and loss.
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Chapter VIII 

THE POET AS

As Sidney points out, the poet has traditionally 
been called not only maker, but also vates or seer.
Moreover, Sidney’s own discussion of the golden world 
delivered by the poets has strong transcendental over­
tones, and it culminates in the claim that the poet,
"with the force of a divine breath", brings things forth 
far surpassing nature’s doings. It is likewise with a 
vaulting enprpy that Sidney imagines the reader as 
transported by the port's erected -it "beyond the ignorant 
present"3' to an awarer.r :/s of that perfection which pre­
vailed before the "fiist accursed fall of Adam" (101:22). 
Bacon, in almost identical terms, allows that poetry waa 
"ever thought to have some pa rt i e i pat i on of di\ *.neness" 
because of its power to "raise and erect" the minci (The 
Advanr r*mr>n t of l.oarr.nr, p. 9~) . In such claims would 
seem to lie the possibility of extending the idea of 
imaginative? enlargement into the real® of the numinous, 
and hence of pivin<; the highest authority to the idea of 
poe tic antonomy.

In context, however, Sidney carefully excludes the 
ri f'\. t p o e t from the Title of vate.«, saying that "as the 
first and most noble s.at /oT pociy may justly be termed 
vates. so ^fright poets/ are waited on in the excel le.ntest 
lanr.uacos and best unde rs tand in ■;« " (1 0 2 :3 8 ) with the n . »  
of "maker*. Sidney makes it quite clear that he thinks -*f 
the most excellent poets as those "divine ports* who 
"initate the inconceivab]© excellencies of God" (101:38), 
and e imagine* the lyric as best us«d in tne manner of 
those p s ^ m s  of David which sake you "as it -ere, see God 
comi tr in his majesty" - n such psalms, he averts, the 
siller shows himself "a passionate lover of ti,. e unspeakable

6.-W 1 _______ __J--
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*j*d »v*r: »!•■; 1 - t; be *»en by the eyes of tb*
S'i.rJ i'n'.t ' ’ .«.• e 6 r f-j-.-.h* ( 9 9 :1 6 ), an d  h i s  I mage
«? ■ 1 -•s •- r; r-- ^ ■ - r uK'^nt that "b o w  we i m  throat-n

2« -J '.-j , m e n  face to fac e ", M«verth»l»c«t
? s J'\ey ' f- ..ii,- i ~ t fr,r,> that in thp ordinary course of 
^vings the ♦•xfeliersre of God is *u«®pe*tka.bl e* and 
*incorseeixable’’ wakes it clear that he thinks of sucb 
povers of vj«iun as utterly beyond the Tore-conc*it* 
of t;'.e rigt.t pop: . T-s his v i e w  it is divine poetry, 
divine poetry alone, that has a truly noetic quality.

Spen*er u«e* an image similar to Sidney’s i M f s  
of d e a r  in his ’ Hymne of Heavenly Beaut ie*
he (Jfscnbf ? thf po?t vho mount s up in heavral’ ">nt«B— 
plat i o n  a n d  fixes h i «  p v p s  "like the native brov- of 
Ea^i^*s kind"" (Po^t i r • 1 1 V n r k« t p. 597) on the bright fern 
of Glory; atvi L\mni>, praising Sidney and his sister ft r 
their n*<tricol v e tf i or, 5 of the ps.ilss, suggests that t'*e 
two ter? a« in:!y red by thp Holy Spirit as th«
original p «• a 1 mi «■ t . ̂  But i T «en,ss clear that Sidney 
hisi^pi f um:]d m,t ha\ »> as sue so presutnptuou* a ciaiar.
Evpn ir: h j s of the osaliss of Da v i d hi# M i a
int ftp? i 5 ? not «'* much in t h e i nspi red statt of the 
psalmis* ' > in t!if m.'-aii ? wt.rrrby ht- * j®i tales" the @5t— 
cellr-nc if j of ‘>od, “thp merely poetical6 devices such 
as "nu t b  ; <- pre =n; i a a ” and ” f rpc i a,ingin.g of per*ess* 
whir*-- he u * r s- t c- make you "a* i' vere, see God c swain*?*
( 99: 1 \ ; .

CI a i »*• - t • *' en l p.ma* of allegory, in particular,
mi rrur."i t r t»i truths: vere especially popular
during t he ?’ - - T f ,  and behind most of the® can be 
fo] t t ho in f the \eoplatoni^ts. Bacon, in his
r.ifflscntarip ,:-:npnt myths argues that "as
hieroglyph*- were hr> f o rt* iptt^rs, so parables were fe®f*er# 
argiiriMent s ® , ”* an i the sixteent h— century enth-.is i asn Far 
eatbl rajs rppre-e<'n ’ i‘d i n rt ajj att entpt to create *n 
equivalent of these ancient hieroglyphs which ver* h«ld



to image divine ideas. Spenser refers in his letter to 
Raleigh to the poet'o "darke concoit" and to his 
"divining of things to come'* (Poctiral Works, pp. 407 and 
UOft), and even Erasmus included in his rhetoric book 
De duplicj copia vprbonim no rerum a section on religious 
allegory and on the icon.'' But where Pico tried to 
accommodate all myths and mysteries, however Hermetic, 
within a Christian frame, Sidney, by contrast, in 
discussing the poet as vatos, fiimly sets aside Orpheus, 
Amph’on and the Homeric Hymns as evincing "a full wrong 
divinity" (lO'J:?). His soft-pedalling of the allegorical 
defence of poetry is thus of a piece with his more 
general chariness of revelatory claims.

In scpaiatinf' the right poet from the divine poet 
ami in reject.true noetic claims for poovry Sidney was 
being very sensible, for tli^re is something pretentious 
about such claims. They tena to make the value of 
poetry a matter of something incalculably beyond itaelf, 
and they can b<- thought of as applying at best only to 
a very sMall minority of poems. Moreover, they involve 
a large practical difficulty, one which we touched on in 
our brief reference 10 Mallard's heroic attempt tu make 
poetry capable of mediating ineffable essences, and one 
which is highlighted in Plotinus's assertion that wthe 
more beauty, entering jntt. matter, is dispersed therein, 
the weaker- it will be, compared to that beauty that 
remains unto itself”.0 The artist can express an 
essence only by figuring it forth in an inferior medium 
and by u« i ru1; "merely poetical" devices! thus the very 
effort of reducing Foira to form is inherently self 
defeating. On the ot..- r hand, t‘-.-> temptation to sub­
ordinate artistic form to the interests of a higher Form 
may be s«1f-defeating for the poet as poet, in the sense 
tl >t Allen Tate indirates in a comment on Edgar Alien 
Poe's claims for the poetic exercise of the "angelic 
imaginat;on”:
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The reach of our imaginative enlargement is 
perhaps no Ionjer than the 1 adder of analogy, 
at the top of which ve may see all, if we 
still wish to see anything, that v*» have 
brought up with us fror. the bottom, where lies 
the sensible world. If we take nothing with us 
to the top but our emptied angelic intellects, 
we shall see nothing when we g t there.

7

For the de out poet, the poetic necessity of dealing 
with thp sensible world and of u s i n ?, the aatprials of 
poet ~~Y in a poetic way car. pose- other diffieuV :es, in that 
thp poet ic process itself ran come to see* th » source of
distracting temptations. Herbert confronts this problera in 
his 'Jordan' popms, as dops Marvell in * The Coronet* 
where he talks o f t hip ensnaring "wreaths of fame* and 
intcrf^t"8 that can keep the poet’s feelings from a proper 
n ..mi 1 i t v . In an a^e of u/ibel ief the nature of the 
d i f f i . a 1 ty chaiip.es: noetic claims for the imagination are 
fr"P 1  aijp as {>><,-? of the at tempt to assert it-* authority 
against the powerful pretent ions of positivism, but they 
tend to be prosented in an esoteric way lest the basis of 
thfir own ant ho i i ty should t oo reait.il> bo tray itself as 
solip-^istir. Rirha rd Ebcrhart nicely defines the conanon 
prot1em:

It is man did it, man,
Who intrv: inc.-I iroru; j n.. t ion, 
And hr d i d what mars can, 
He u r n 1 r<>-'t  ed creation.

9

It j < b.'i ween tli*'1 5c y I 1 a ol a self-defeating 'dispersion 
of + he in.. ffahir.1 and the Chpryhdis of pride anti pro jec - 
timisis that noetic r] arm* for art pursue the i r uncertain 
way. Not surpi i^ii’gly many of the most dedicated 
re.igiou . 1 poet - : «, like T. S. Eliot, only of "hints and 
guesses”,10 ;md revel ate ry claims for :» rt t**nd to assert 
no more than that ic produces a quasi-cognitivp sense of
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illumination. But it is, In tr.e nature of the case, 
extremely difficult to give even assertion® of this kind 
anything like precist definition.

Sidney's consistent rejection oi' revelatory clairas 
for poetry ®akes it necessary to consider the trs*ftjcend- 
ental overtones of the golden world section of the Apology 
*-1th great care lost they should be misinterpreted. The 
issue is further complicated by his assertion in this 
context that the poet work- in terras of an "Idea or fore­
conceit" (lOl:i»), which is often taken to indicate a 
specifically Neoplatortic background of i d e a s , I i c i n o  
had asserted that the Platonic prog ->ssion towards the 
divine source involved a recovery within the mind of the 
creative principle itself; anc’ against the background of 
such clain.s some Renaissance writers championed the idea 
of the artist as God-like in his creativity with a most 
buoyant enthusiasm. Leonardo da Vinci, for example, 
alluding to the Pygmalion myth, one of the oldest sources 
of the belief that the artist is truly creative, went so 
far as to claim that,

If the painter wishes to see beauties to fall 
in love wit)!, it is in his power to bring them 
forth ... he is their Lord and God.

12

But an assertion of such confident independence verged on 
blasphemy. We are .inured t u pos t-roman t i c assumptions of 
the superior nature of artistic sensibility, and to the 
idea of the imagination as creative even down to the 
evolving of ladies’ iashiuns or advertising copy; but the 
case was far otherwise for most Renaissance writers, 
particularly after the Counter-Renaissance had gathered 
steam, and especially in countsies where Puritan feeling 
was as strong as in England. A clear triple distinction 
was generally recognised: God alone had the power of 
creating, nature had the power of generating, and artists 
had the power of feigning.



Sealiger f in the passage on which Sidney1a golden 
world passage was based, claimed that the poet "wakes 
hiaself another God, as it were', and seems not to narrate

13the events '’but ad a God to produce them". Puttenhas,
In a corresponding passage, hedges his ienarks with 
qualifying parentheses as though unwilling to cosauit 
himself:

If /artist &7 be able to devise and make all 
these things or' them selves, without any 
subject of veritio, they be (by maner of speech)
as croati tg gods.

(The Arte of Enyli^h Poe i; e £ • **)

Sidney, on the othor hand, makes it quite clear that he 
has no intention of being "saucy". He renders Sceliger’s 
ac Deura alterum a* "he doth grow in effect into another 
nature".

This -onMstent humility is of a piece with Sidney*s 
rejection of the idea of divine furor. Where Platonic views 
imply "tho inspiring of a divine force, far above nan's 
wit" (l)0:S), Si.iiscy choose- to think of the ripht. poet as 
ranging "within the zodiac of his own wit" (100s29)• '*>® 
coalmen t earlier on Sidney's doterminat ion to justify 
riprht poetry on its own terms, and, given his sense of what 
is involved in poetic making, it is quite consistent — 
hur iiity apart - that he should have rejected a view which 
wo'>ld soetn to si>t the poet's art almost at nought, and 
which would place the poet in a position of grtat helplessness 
in the sense that ho would be constantly dependent upon an 
inspiration which he himself could not induce. Herrick 
®eraorably pinpoints- this l»s* difficulty, even though he 
does not present it as such, in his little poem, ’Not every 
day fit for \erse*, which neatly incorporates aost of the 
features of the Christian adaptation of the classical idea 
of furor to that of prophetic inspiration:



*Tia not ev'ry day, that I 
Fitted am to prophesio:
No, but when the spirit fils 
The fant as tick pannicles:
Full of fier; then I write 
A? the Godhead doth indite.
Thus inrag'd, my lines a n  htiri,d,
Like the Sybells, through the world.
Look how next the holy fier 
Either slakes, or doth retire;
So the faneie codes, till when 
That brave Spirit come agen.

(The Poetical Works, p.2k2)

Like G->dbole in A Passage to India the writer can only 
say "Come, come, come for epiphanies cannot b«
produced at will.

Distrust of tht' idea of inspiration because it 
-oGined to belittle the poet’s art is not uncommon in 
Renaissance criticism. Castelvetro argued pointedly that 
the ubiquitous references to the Orphic background of 
poetry and to its divine afflatus amounted in most cases 
to little more than vagxie attempts to invest it with an 
aura of ^pl pinlour^ Lv', as Aristotle was often translated 
as having said that the art of poetry was "the affair of 
the gifted man rather than of the madman" (Gil bert, p. 9**)» 
he was invoked as an authority for the direct refutation 
of Plato's idea of firor.

Despite all such reservations, however, the idea of 
inspiration clearly provides a useful means of indicating 
certain elements in poetic composition and in the experience 
of poetry that are difficult to describe in other terms. 
Herrick's reference to the "fantastick pannicios" lacking 
an informing spirit may seem merely quaint or even inept, 
but it is t rue that writing of the highest order cannot be 
produced simply by an effoit of will} correspondingly, 
many poets describe the sense of flatness or depression 
that can follow the completion of a poera - the sense that it 
may never again be possible to produce another poem. Vhen 
the grapple with words and meanings has exhausted it*»lf



the experience of o sort of post-coital dejection is
unce i'g t -1 ® » ' or are such psychological explanations of
the idt-as ralatin^ to furor alien to sixteenth-century 
criticism. Fracastoro provides a fascinating treatment of 
furor in the course of an account, put into the aouth of 
Naugerius, of how the poet achieves appropriate expression 
of "the simple idea clothed in its cwn ber.uties" (Kelso, 
p.376). Naugerius is made to conclude his long description 
of the process of composition with a rhapsodic climax:

As soon as he had joined all the beauties of 
language and subjoct and had spoken them, he 
felt a certain 1.0/ideri'ui and almost divine 
harmony steal into him, to vhich no other was 
equal. And then he observed that he was, as 
it were, carried out of hi^jelf. He could not 
contain himself, but raved like these who take 
part in the mysteries of Haichus and Cybele when 
the pipes are blown and the drums re-echo.

Hence, 0 friends, that Platonic madness (in 
the 1 on) which Socrates thought heaven-sent.
God is not. the caise, but music itself, full of 
a sort of great, exalting wonder which makes the 
pulse beat with the rhythm as if stirred by some 
violent fren7v, and takes away self-possession, 
and rouses one to ecstasy. On account of this 
fren?y poets -no called divine as if they had 
been touched by God, and are looked on as seers. 
And those who iiave treated of the beginnings of 
things have carried back the whole origin of 
poets to the gods, and have related how Linus 
and Orpheus and the older prois were the sons of 
gods. Rightly indeed do • ̂ e poets deserve to be 
called divine, since they ; i one have invented 
that divine speech by which ;he gods have con­
descended to speak i'l oracl'S to men.

(Kelso, p.381)

The passage 1 an, of course, be taken at face value. ’I hough 
Fracastoro alludes specifically to the Ion and to Orphic 
views his description of the poot as "carried out of himself 
chimes well with Ficmo's mystical extension of the Platonic 
iiea of furor which had become widely disseminated without 
always being understood in its esoteric intricacy. Ficino
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posited a seal-material spiri tus with a status between 
that of the mortal body and the immortal soul, which was 
the seat of the imagination and the mirror of the Ideal 
forms*, and which could ex’ end rpyond the body in states 
of furor - that is to say, in certain revelatory dreams, 
in the experience of ecstasy, or in the experience of 
art i st i ' exaltation. In such states a person felt th it h«* 
was indeed "carried out of himself" in the manner of the 
lovers in Donne's *Tho Extasip', Moreover, in Ficino’s 
views the particular furor prantfd to the poet had 
correspondence* particularly with the divine symmetry, a 
stress which relates to th** frequent identification in 
Renaissano riticism of 'tip nine rouses vitn the celestial 
circles, aru; of the harmony mediated by poetry with the 
Py th&K‘-> rean music of the spheres - a notion which Sidney 
hi ms e1f alludes to in his peroration when he talks of 
"the pi [51101-1 i k o music of poetry” ( 1 : ?0 ) . ̂ ' But 
Kauppriu?1s account can equally be understood in straight­
forward aosthntir t>>rm«. The experience of poetic 
axalt ’it i on which lie desr ri bps is ( 1 ik.̂  Kicino's account 
of furor) related to two qualities: to an uplifting' 
exc i t •- m.Ui t s and to a souse of '’almost divine harmony".
Frac: astu ro, howo-. ,-r, poiiis t vav to a rationalised 
explanation o S' thoso feel in?^ by explicitly rejecting any 
t ran.*r end en tal cidms. -God is not the cause, but music 
itself'", ho firm? . 1 f w p would ask what qualities in 
poetry make for the sense of both frenzied excitement and 
wonderful hartrion} t!'at characterises the complete 
absorption in a work we mi^'ht recall the view expressed 
by kordsuorth and Col» n  d<;o m a t  poetry itself is 
essentially characterised by the simultaneous presence of 
a ptatt ~f more t ha.n usual excitement and of more than 
usual order: here would so cm to lie a means of relating 
poetic causp and ecstatic effect. But we need concern 
ourselv.-'s s iroplv with sugppstirin that the reader's 
'experience of furor* can be given a non-rayst ical expiana- 
t i :<n.
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Interestingly enough in this .egard Naugerius*s 
description of the compelling ex|H>ri mce of reading the 
poets, and particularly his reference to "music itself", 
recalls a memorable passage iv Dr Zhivago in which 
Pasternak describes Yuri's complete absorption in the 
act of writing poetry?

After two or three stanzas and several 
images by which he was himself astonished, 
his work took possession of him and he 
experienced tne approach of what ia called 
inspiration. At such moments the correlation 
of the forces controlling the artist is,

its head. The ascendency 
artist or the state 

of mind Vihirh he is trying to express, but 
ith language, aii instrument of expression. 

Lanrua^o, th*’ home and dwelling of beauty 
and b p s

wholly into music, not 
in the *cnso of outward, audible sou.-^s but 
by virtup of the power and momentum of its 

. / like the current of a
m i fj i , . • • • _
wheel** hv its \ory movement, the flow of speech 

by the force of its own 
thin and countless ether 
j, still air-re important 
covered, un*. on^ ide'-cd 3 3d

unnaraed .
17
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i I no w und1s
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Pasternak describe* the stage in composition when the 
artist is no longer cunsc jously selecting and forming, 
and Fracastoro the experience of reading the completed 
poem, but both s u ^ s t  that it is the total involvement 
with languagr, the experience of completely possessing 
and be ing possessed by the medium, that is the source of 
the exalted wonder'.

Few ideas art- more recurrent in accounts of the 
effect of art than the observation that it has the power 
of lifting us out of ourselves by virtue of the power 
•nd momentum of it» inward flow". 5h«ke>p«are memorably
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evokes the experience in The Merchant of Venice when h© 
describes how youthful and unhandled colts make a 
Mutual stand on hearing a trumpet so'vnd:

Their savage eyes turn'd to a modest gaze 
By th-s sweet power of music ...
Since naught so stockish, hard, and full of rage, 
But wisic for the time doth change his nature.

(V.i.78f>

And again he offers us the lines in which Benedick says
of the power of music,

L

livinc air! now is his soul ravish'di Is it 
t ran^o that sheeps' guts should hale sculs
f men'a bod i e s'

(Much .* __ Il.iii.6l)

Benedick falls back quite unselfconsciou*1y on the 
adjective "divine”, and it is again sufficient for us 
simply to register »hp fact that the feelings of exultation 
and calm which he experience of art in its highest 
reaches has been described through the centuries as 
capable uf indu.-in* is of a kind that seema to call for 
adjectives such .is "bp.it i fie"; or to tempt one to talk, 
as kidney does, of the poet as soeak’.ng "with the force 
of a divine breath". Significantly enough, the closest 
Sidney comes to repeating this phrasing in the Apology 
is in a comment in the course of his discussion of the 
poet as vatps in which ho brings together the ideas of 
order and exnltion as proper to art:

Fcr that same exquisite observing of number 
and measure in »ords, and that high flying 
liberty of conceit proper to the poet, did 
seem to have some divine force *n it.

(99:3)

So far, in considering claims for the poet as seer, 
we have glanced at noetic clairas, and at the experience of

I

■
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exaltation which art can prooucej but there is another 
dimension of Sidney’s cii*is:s that needs to be reconciled 
with the comments so far made, name1y the notion discussed 
in the opening chapter that the erected wit of the right 
poet offers a compelling "vision" of man's unfallen 
perfection. The best way of re-opening this issue is by 
returning to Sidney’s notion of tte poet as working in 
terms of an "Idea or fcre-conceit". This remark is made 
in the context of an argument that the poet's fictions 
are not "wholly imaginative, as we are want to say by then 
that build castles in the air"s Sidney affirms that nature 
delivers only "a particular excellency", wheren- the poet 
is led by his erected wit to btstow "a Cyrus upon the 
world to make many Cyruses, if they will learn aright why 
and how that maker ma<!p him’* (101:10). It is the reader's 
response to the why and how of the poet's intellectual 
design, to the "Idea” of a Cyrus, that Sidney stresses} 
and tliis would s*'om to indicate chat there is no immediate 
warrant for associating his remark with transcendental 
claims such as that of Plotinus that "the arts* give no 
bare roprotiuct ion of th.* thing seen but go back to the 
Ideas from which nature derives".

In talking of the poet's Idea Sidney was taking his 
cue from Scaliger who had entitled the third book of his 
Poetics ’’Idea'', and who had used the term tc mean simply 
the poet's subject or inner notion. In his invaluable study 
of "Idea" as a concept in art theory, Erwin Pancfsky has 
shown that though it was tho conventional medieval view of 
coropositior that the artist projected an inner image into 
material form, this inner image was never given the status 
of an "idea" because that notion had been "pre-empted by 
theology".1^ During the Renaissance, the renewed influence 
of the Aristotelian concept of imitation encouraged the 
contrary notion that the initiating object we a located 
firmly in the outer world. Nevertheless, the precodent of 
classical writers such as Seneca stiil gave warrant for
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using the term "Idea” in a way quite free of metaphysical 
overtones to point to the set of ideas conceived in the 
artist's mind and directing the process of composition.
It -<as in this rationalized s-nee that Scaliger argued tb . 
art could go beyond nature.

It was -'nly towards the very end of the sixteenth 
century that "mannerist" art critics such as Zuccaro again 
gave a central place in their thinking notion of
"Idea" with revived Neoplatonic overtones. Yet it is 
interesting to note that Panofsky insists that even Zuccaro'a 
essential attitude is thoroughly scholastic and Aristoteliin* 
and that "there is not very rnch b»v*p Platoniam or 
Neoplatonism in £nis_J Id - a than ’,ad been absorbed into 
Thomism", ' Zuccaro retains the idea of the mental notion, 
but he gives it a new status in asserting that this notion 
is engendered in the mind by God, As his influence on 
Sidney has been 3rf?ued ' is worth quoting at *o’*e lengths

■SHI

Because of His goodness and to show in a 
small repi ica the excellence of His divine p.ri, 
havirn;, created man in His iipage and likeness 
with respect to th< soul, endowu,^ it with an 
i-nmateri al, incorruptible substance and the 
powers of thinking and willing, with which man 
could rise abovs and cotranand all the other 
creatures of tt World exejp'c the Angel and be 
almost a secom. d, He wished to gTn it hi® the 
ability to form ir himself an inner intellectual 
Design so that by means of it he could knr;/ all 
the creatuivs and could fonts in aimseli a -.ew 
world, and internally could have and enjoy in a 
spiritual s ‘ - that winch externally he enjoys 
and cuimn.mds in a natural state; and, moreover, 
so that with this design, almost imitating God 
i d vying with Nature, he could produce an infinite 
number of artificial t r e s e m b l i n g  natural 
ones, and by me*r,s of painti;.? and sculpture make 
New Paradises visible on Earth. But in forming 
this internal Design man is very different fro^
God: God has one single Design, most perfect in 
substance, containing all thint'T, which is not 
different fro® Him* because all that which is in 
God s God; man, however, f o m u  wit . m  himself 
various designs corresponding to the different 
»hiigs he conceives. Therefore his Design is an 
accident, and noreover it has lower origin, namely 
- n the sense**.
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In some respects this is remarkably similar to Sidney's
argu-'i'-nt. Zuccaro, lik« Sidney, points to the intellectual
quality of the artist’s design, and his New Paradise
suggests the golden world w~j t largt. He seems too to show
a Sidney-1 ik.» c irrumspec t ion in d is t ingru i sh ing between
God's creativity, which is pur^ act, and man's, which
exists acc id on tor (that is to say, which is not of the esa«*nc >)
But his view of .aan aa endowed with powers of thinking and
wi 11 ing sti'-h that he can ris«> above and command all
creatures seems c '.cscr in tone to Pico delia Hirandula
than it doe? to Si.ney who is quick to qualify his ci^im
that "our oi'“Ctpd wit siaketh us know what perfection is"
by idding a most un-Platonic qualification, "and yet our
infected will keopp t h us from reaching unto it". Moreover,
Zuccaro ' s ido:il is a rwi t ewpla t . ■••p rathor than an ethical
one. There was, i.s wa hai p seen, an important polarisation
in Renaissance thought between two conceptions of wisdo®,
the r rst t 'leoplatonio and scholastic idea of
con lativp wisdom, a transcendent scjpntia; the
gprt.nd the c j • j c hum;.'nss idea of ’wisdom as essent ial ly a
rational and ac t ivt> prudonr ia. And it is clear where
r i d n <•> v 1 s sympathies i^y. speak of Zuccaro in the same
brpc'th as Sidney p a i tidily illuminates, but it also
partially ohf-ruros Sidney • s distinctive emphases; and
particularly <«s Zuccaro's worK was not published until IbO?
the r<’ voiild scoffl to he .inadequate reasons to posit, as
Gfiffrin- Shrphoru dops,'' that 5idney was writing with
thr advanced art theori/in* of m:*n such as Zuccaro <n mind.

By the 1 at •? sixtcenth-cpiitury both Platonism ttnd
N ooplat on i ss h;* d p« rmea t <»d in some fortn or other a 1 most
<>v •> ry strain of ‘hinkintf, and C.S. Lewis provides a
useful c a vo at a *̂ a I'ir-t sroinfi spr> f i fir “evidence of Pantheisms,
tr atonisE, or Calvinism in gnomae which are really the

21coBBnonplacps of t 11 Western Christendow1*. What is siuch 
•sore rewarding than positing specific sources is simply 
to interpret ->idrey 1 s views on the status of poetry in
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terms of the significantly varied views of the nature and 
status of the reason which the Renaissance had inherited.
First there was what we can think of as the An<?ust ini an 
tradition. The Church Fathers, who were in tne.r own way 
influenced by Platonic sources, had made a distinction 
t- ween natural reason, corrupt since the Fall, and 
j ht reason. Augustine himself had a poignant sense of 
the limits of man's human capacities, but against these 
h*» set the infinite potential of right reason:

With the sight of the soul we see in the 
eternal truth, from which all temporal things 
have been mnde, the form according to which 
we effect something, in ourselves or in bodies, 
with a true nn<t ri^ht reason; and it is from the 
same sourer that we conceive and possess a 
true knowledge of things.

2k

"Right reason” in this via* of it is God-given and quite 
unlike thaf fallen natural reason which men are so prone 
to trust. When Sidney talks of divine poets with their 
Binds "cleared by faith" he is obviously thinking of that 
direct inspiration which allows a man, in Augustine's* 
words, to "see in the eternal truth". And Sidney's views 
on the limitations placed on man's capacities by his 
infected will are also Augustinian in tendency.

But the other tradition of views about the reason 
which the Renaissance inherited derived from Aquinas who 
had been influenced b\ Aristotle's claim thut reason, or 
logo*, wh ca works discursively fro® first principles, and 
intellect, or nous, whicn has access to higher realities, 
were related qualities of the rational soul and continuous 
with one another. In this scholastic view the higher 
faculty, int el Iectus, was thought of as "the shadow of 
angeli c n^tu-e in wan”,' affording an intuitive and 
indivisible grasp of truth; whereas ratio represented more 
or less what we understand by discursive reason today.
It is important to notice th .t for the scholastic philosophers
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ratio was not thought of as fallen, though, as Shakespeare 
puts it, the "clear spirit" could be "puddled" (Othello. 
III. iv.1*<2). Understandably the more optimistic humanists 
welcomed the idea of a continuity between the lower and 
the higher reason. It was on .he basis of the unfalion 
potential of ratio that Philip M o m a y  insisted that the 
most effective way in which ’;he true religion could be 
"declared unto Infidels" was by rational argument, and it 
is the very process of such rational colloquy that Donne 
presents us with in his Third Satire, *0f Religion*-

Vhen Sidney says that "our erected wit maketh us 
know what perfection is" he would seem to be speaking not 
exclusively of poetry or poets, but making a general claim
applicable in one way of thinking to all Christians, and 
amounting to no more than the notion that th« mind achieves 
in the higher reaches of it - working an intuitive sense 
of truth and perfection. The claim was a commonplace and, 
as we remarked pari e' en Calvin allowed it in that
it gave a more cutting edge to the idea of Original Sin. 
The claim was implicit too in "he sixteenth-century view 
of the mind as a continuous hierarchy of faculties.

Ve noticed in our opening discuss^'n of the "form of 
goodness" that despite S 4dn<'y's separation of divine and 
right poets he, no less than Spenser, welcomed the idea 
that the rational exercise of the powers of the mind in 
poetry could enlarge the reader’s concept o n s  and move his
mind upwards: it could work in such a way as to

26"supplement the power of grace". It is noticeable that 
time and .'igam in the ApoI ogv Sidney falls back naturally 
and inevitably on images of illumination - poetry, he says, 
"illuminates' truths which would otherwise "lie dark before 
the imaginative and judging power" (1 0 7 O 2 ); it sets 
forth notable images in such a way that "we seem not to 
boar of them, but cU»arly to see through them"; and its 
characteristic effect is sucu as to "strike, pierce /am|7
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possess the sight of the soul" (107:15). Given the view 
of the mind as a hierarchy of rational powers, the 
question never arises, as it does for later thinkers, of 
how much intuition owes to the poetic maker and how pjuch 
to the "breath" that blows through him.

Other patterns of thought such as the belief in the 
Great Chain of Being and in the educative force of love, 
and the efflore- rence of magic and resurgence of the
animistic view of the universe, all confirmed and re­
inforced the Christian assumption of a continuity between 
everyday experience and the nuininal world. Against this 
background it should b? clear that the view of the poet's 
Idea or fore-conceit as an initiating mental notion implied 
a good deal morn thar. the exclusively rationalistic and 
conceptualizing activity thc.t it might seem to involve 
for a post-Cart ̂-s ian mind. Consider, for example*, the 
following passage from Momay:

Philosophers have marked that there is in man 
a dubble Spcech: the one in the mynrf, which 
they call the inward Speech, which wee conceyve 
aJ'orp we utter it; and the other the sounding 
image tlif-rcof, which is uttered by our mouth 
and is termed the Speech of the Voyce; eyther 
of both the which we perceyve at every word that 
we intend to pronounce ... For the witte or 
understanding doth by and by conceyve an inwardo 
Speech uppon the thins; which is oft\rod unto it, 
and beget i-uh or br-ee*J.eth that conceyt in our 
mynde as it were by » suddein flash of Lightning, 
and afterward our m>nd uttereth it more at 
leysure by the voyce, the which voyce (not- £
withstanding) is unable to reprosent or express© j
the inward Speech perfectly: insomuch that wee 
see many men have a great number of goodly *
concerts in tn.ir mynds, which they be not able |
to express'", nnu that in expressing them eyther ;
by worde or by writing, they mi si ike their owne £
doings, because tl.y bee farre inferiour to the 
things which they had conceyved in their mynds.

(III.327)

M o m a y  thinks of thinking not as dependent upon prior 
perceptions ?nd as beginning with the senses, but as a
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process of conceiving in which an "Idea* is in the first 
instance "offered" to the wit; and he goes on to affirm 
that it is* ultimately by such offerings that the erected 
wit is "perfected in the knowledge of high things" (ill. 
328). His immediate point is that a process of "falling 
away■' if inherent in the movement down the hierarchy 
from the initial conception to the level of expression 
by the "Speech of the Voice", and he is using 'nia as an 
illustration of the more difficult general notion that 
"according to the diversities of natures; the breedings 
or begettings doo varie atso" (ill. 325)* But it is 
interesting that whs-i on the other hand he wants to 
illustrate not a "falling away" but the complete "in­
wardness” of God and his Creation the image he uses is 
that of God as the divino artificer. And in M'.at context, 
he affirms that,

As the Craftsman maketh his works by the 
pattenu- which he had orst conceyvod in his
myndo, wiich r‘'tterrie is his Inward words 
so God made the Vorld and all that U  
therein, by that «uyd Speech of his as by his 
inward skiLl or arte.

(111.328)

Tvo things are of particular moiiwmt ..i those quotations. 
In the first place the notion that conceits art- "oi fored" 
to the wit frcm above is treatea w ;th perfect naturalness 
as an account of how wisdom is achieved by mani the 
notion is so much taken for granted that it can be used 
to illustrate and explain a more difficult notion. At 
the same time, the "Craftsman”, a category ^  cf eouc»<
includes the artist, is spoken of with equal oa.iualn.-'*s 
as conceiving, completely b'1 himself, a pattern in the 
mind which is the "fore-conceit” of his work. Clearly 
the ideas of the nature of the mind's working available 
to Sidnev and to his contemporaries were flexible enough 
both to alien the sense that conceiving in general,
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and as evidenced in a work of art, was of its nature 
intuitive of higher truths, and to provide a down-to- 
earth, psychologically-orientated account of the process 
of artistic creation. It is o:.ly our own rationalism 
that insists on holding such things apart. I-i the sixteenth- 
century empirical and "metaphysical” habits of thought 
freely commingled, for man had not found it possible to 
think of either mind or matter as purely mechanistic in 
their operations. Mornay's assertion that the wit breeds 
a conceit in the miau 'as it wt>re by a sudden flash of 
lightning” looks both t r■<*■ ' the simple phenomenon of 
"grasping the s m s f  of something before one is able to 
articulate one's unde r? t ,tnd ing ; and towards a more than 
rati -.. a 1 i s t i - explanation of the status of the m m u  ‘ s 
concei ts.

A. D. Nuttall has recently arguec with great energy
and convincin^ncss that it was the peculiar genius of
the sixteenth century “to see the ideal not as separated
from the here-and-now but as ii u  rpcnetrating it, where

27•interpenetrate’ was given full imaginative force".
Nuttall even goes so f.*r as to suggest that mental imagery 
and thought it.j*lf might well have had a different con­
figuration in an ape where Queen r za*>eth w&s Gloriana 
and an ordinary deciduous tree the Royal Oak Treating 
any direct refr*-»n.?p to Platonism as though It would divert 
the reader f 1 o.n locoguizing - much R'ore fundiunental habit 
of thought and feeling than could bs explained i,-. relation 
to phil jsophical beliefs, Nuttall affirms that the language 
of r.ixcecnth and seventeenth-century poetry, in which 
abstractions and un • % r«>al s are presented with sensuous 
substantiality, is "ontological1y assertive’'. Such an 
argument is a refreshing '‘discovery of the pertinency of 
Sidney's claims that the erected wit of the poet delivers 
a golden world.

The end of oui discussion has returned us to our 
initial consideration of the poet's "speaking picture"
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which is capable of a wonderful deliverance of the very 
"form of goodness"; and the possibility of such a return 
attests not to a glib neatness of presentation but to 
the inherent consistency of Sidney's central attitude. Yet 
once again, as in our consideration of the nature of 
poetic autonomy, it is necessary to step for a moment 
beyond our chosen historical limits before closing off the 
discussion of the strange and sore than rational assertive­
ness of poetry. For it seems arguable that the language 
of poetry can always be thought of as "ontologicaily 
assertive", inasmuch as poems are by their nature feigned 
abstractions, varieties of toncrete universala",^^ This is 
as true of the use of language in poems as of poems in 
themselves. This is in part, as Vimsatt points out, 
because the language of poetry tends to be rich in metaphor 
which is itself a sort of creative concrete abstraction, 
but for other reasons too. Consider a representative 
detail from the opening passage of the Prole, ue to the 
Canterbury Tales, Chaucer*s description of the birds 
sleeping w ’th "open eye’. This detail is not really 
metaphorical, nor does it imply a hierarchical correspond­
ence or predicate a universal in the manner that Nuttall 
has in mind. Neverth tess, as its repetition in the 
description of the So tire suggests, it is beautifully 
"symbolic" of th ' sleeping vitality o" the "young" 
season, Moreovei in addition to concrerzinfi a universal 
tj'ialiiy in t.hi--> v.iy, it represents m  the (^ni’ra I i ty of 
its reference what John Dan by (‘''scribes as,

a c o u r t  e c u s  at", delibpta* withdrawal into 
the common, crowded, a-id competitive 
p:.ii : icul'Titit’S of e\erynian ' s each-one- 
difte t-pji t- x rora-al 1 experience , The tender 
crops - be they wheat, maize, oats, barleyt 
grass; the small birds - thrushes, 
blackbirds, chaffinches or whatever everyman 
remembers most personally.

29

As Danby rightly go* ' say, Chaucer "chooscs to
express not the ^  tonality but the common



civilization"; and this is a civilization where a 
particular value is predicated for every particular 
by the simple fact of its existence within the enclosing 
frame of order which G od’s plenitude and justice pro­
vides. Thus the very confidence with which Chaucer's 
language rendnra the typical without heightening or 
mythologizing it, and the way in which it retrains from 
final and spec i f ic judgments on the particular can in 
itself be seen as ontologically assertive.

At the other extreme from Chaucer’s use of 
’■generalized" details, to take another example, is 
Wordsworth's typical practice as illustrated by the 
opening stanzas of ‘Resolution and Independence’ where 
every detail has an immediate perceptual basis:

Thore was a roaring in the wind all night;
The rain came heavily and fell in floods;
But now the sun is rising calm and bright;
The birds are singing in the distant woods;
Over his own sweet voice the Stock-dove broods;
The jay makes answer as the Magpie chatters;
And all the air is filled with pleasant noise

of waters.
30

Each i^iage has the vivid part i cul arity of a clean per­
ception; the roaring is lot merely the noif-e of the windt 
but the sum of all the noises of the storm as these are 
thrust ac tr.e senses bv tae u m d .  Similarly •'here is 
a precision in the apparent repetition af "came heavily 
and fell in floods", f«.r t.ie first phrase suggests the 
way in which it is only after thf storm has built up 
that the rain begins to l‘..il.l vith all the intensity of a 
first i.ownrcur, while the second suggests ♦ he long, 
stead/ continuance of the rain. Each successive effect, 
from the careful modulation in "cai.a nnri bright* to the 
dif fei ent iat ion of '.he birds’ singing, has a similar 
perceptual accuracy. In this Wordsworth's descriptive
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details illustrate vhat time and again romantic pro­
nouncements on poetry avow that poetry should achieve, 
namely the restoration to perception of a quality of 
vividness and wonder. Thus Coleridge explained that 
Wordsworth’s aim in the Lyrical Ballads w j s ,

to give the charts of novelty to things of 
every day, and to excite a feelir g analogous 
to the supernatural, by awakening the 
mind's attention from the lethargy of 
custom and directing it to the lo'elineas 
and wonders of the world before us.

(Biographia Ljteraiin, p .169)

The idea has remnin 
livened nearer our 
t llUS!

•d a commonplace, memorably en— 
iwn day by D, H. Lawrence who put it

I

The essential quality of poetry is that it 
make? a new e 1'fort of attention, and 
•discovers’ a new wcrld within the known 
wo r1d .

31

Such statements of intention help one to realize that 
although Vo worth vividly evokes a specific scene, 
the evocation o 1.' detail is such as to imply the presence 
of an attentive consciousness which is mediating the 
percept ions, The storm is remembered; She present 
details - the slow rnin/; of the sun, the continuing 
sounds of bir'ifi and water - are apprehended as extending 
through time, and they tend to represent things which 
are phvs ica 1 1 y removed an*] whose presence is mediated 
by the ear rather than registered imm*dlately cm the 
sight. A consequent effect of p.»nsivenes# in the lines 
is esp!?c ia 1J )' apparent, in the image of' the st.ock-dove, 
and interestingly enough Wordsworth himself remarks in 
a note on the isaf't' that ae thinks of the dove as
* proloneA11*!/ her soft note, as if herself delighting
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< to listen to it, and participating of a still and quiet
32satis fnc tion"• The comment points one to the sense 

of calm and satisfaction whi:h is apprehended as under­
lying even the abundant vitality and "presenlneas" of 
the hare running races iii its mirth. This sense ol deep 
satisfaction, of instinctive possession and belonging 
mirrors the speaker's unselfconscious deJight in being 
part of the scene, of hearing the woods and distant 
waters roar, or hearing them not, "as happy as a boy".
The particular perceptions are not valuable in theh-selves: 
what matters is that they induce in an attentive 
c<m«< ; nisness a mood in which the heart is completely 
absorbs <1 by the season, a mood in which the* poet recovers 
the of h,-1 onging that he had when a boy. whether
one I- pr*'p.ti > .! to go along with Geoffrey H. Hartman 
in w ,  iriK that Wordsworth "carries the Puritan quest 
for evidtn- rs of election into the usost ordinary 
emotional contexts", J Hartman is clearly right in 
implying that there is something ontologically assertive 
in the minute attention which Wordsworth gives to 
rendering the particularities of perception in such a 
way tnat they predicate a sensa of continuity between 
self and object, and a sense of cor. t 't with the universal 
life.

Our century has sner. a recoil from the > er­

istic romantic idaalizing of nature, and an attei’4 > ? o 
insist on its "neutrality’. Consider, for a moment, 
Wallace Stevens's little poem, ’The Snov Man':

One must have a mind of winter 
To regard iho frr.u and the boughs 
Of th*~ pine-trees crusted with snow;
Anci have been cold a long time 
To behold the junipers sh?~god with ice,
The spruces rough in the distant glitter
Of the January sun; and not to think 
Of any u-isery in the sourd >f the wind,
In the sound of a t e*. leaves,
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Which is the sound of the land 
Pull of the same wind
That is blowing in the same bare place
for the listener, who listens in the snow,
And, nothing himse]f, beholds
Nothing that is not t*i*»re and the nothing that is.

(Coll<?< ted Poems, p.9)

At the level of statement Stevens suggests w? at would be 
involved in completely avoiding the "pathetic fallacy", 
and in spping nature as inalienably ?ep?raie from Ban and 
from his feelings. Put, in the very t of naming the 
nothing that is ‘here before the snow ian*s regard, Stevens 
deliberately brings back the subjective in the phrase 
"dist ant f’litipr", for the adjective ’ ites not to the 
neutral fact of distance from the sui< uut tc the impression 
of enlarged and emptied space which the winter landscape 
pro%ides, and to the sense of a sun which glitters 
brightlv but gives no heat. Not only does Stevens remind 
us that human seeing in almost inevitably anthropomorphic 
in this way, the t'orre of his description is such as to 
exempli fv ttu way in *.hich the seeing mind particularizes 
and enlivens the objects before its "regard". The unusual 
word "shagged’ , for <• x ajs>i> I e, lends an intimacy to the 
description of th<- .junipers ~nd helps to create the 
effect of mic who, by looking long and hard at the trees, 
has notii* i the precise configuration of the ice on the 
bristly, need]e-like leaves; and noticed too the con­
trasting at ;-t■ srance of the deodars whose brandies and 
noodles tend to n m ' p  down and flatten under the snow.
S u c h  closeness o f alter, . ion - the achievement of "a wind 
of winter ’ ). n the sr*nse not of neutrality but of 
"in* ardness" — seems to involve what is almost  ̂ sort of 
respect for the object in it? *ss«mt i&lity or a a e  v'ei t as

In addition Stevens's description of the trees 
demonstrates the way in which the mind insists on 
^structuring its impressioni- in analogical terms, for the 
speaker talks, perf.-rce, of "the pine-trees crusted with
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snow" and of the "junipers sha;;gea with ice- . The very
use- -f metaphor to articulate Impressions Implies some 
cor ti aui ty be tween different objects and bn. tveen object» 
and buaan forms. { Ir. the latter respect it is worth 
noting that the '"'Id English and Old Norse words from 
which "shag” derives ant an "bet rd", ) Arguably the s implest 
habits of our normal thinking and perceiv in| are
* ontclogically assertive*, Indeed Stevens * s poem illustrates 
yet another way in which the m m d  finds it almost 
impossible > . 0  remain neutral bo fore objects; fo r though 
tne poem at the level of artl ment defies that there is 
any mis,">ry in the sound of the wind the ima^ea of vinter,
•snow and wind s e <-• rrs in context to have something of an 
.mr<" 1.1 ■ t p.51 ti:< 1 i t>• - thpy put roots down into the deep 
levels o : t \ e m i n - t whore ihc <<!eas o f  winter, of snow and 
of wind c i u > U' r sutliaiually around our fears of death 
and of non-h<. . K v «.--n ±1 part of ihp poem » inten, ion is 
to deny furh fpar? its? i m a g e -  activate them and stir "in 
the soul «r;;n>-- r ?, 1 v. f , at one« familiar and •tra - ' e " , ^
Earlier c*'»s;turn's wpre disposed to think of truth as 
di ?c n e r-.‘. t J f> -itovp thf uppe r Ir-vels of the mind’s 
operation?, ’»h*-> r*>a« wp are more dispo'f'i to think of 
disrovon:ir; tel <--w the ra- tonal level s of consc ousness;
but wh s ch<>\ t> r spatial w.-ta^-ir we use there would snem to 
be built into T?u> mind the necessity of positing an order 
rf i... i nr toy-nd it- c ompr'«‘h.-n * i on but put u - -  pressure 
on its appr^ii.r.sion?,

1 s poem rpflects one of the most important 
j post .f-nl J ;’h t enir.ent thinking, the understanding
that, 3 f ■ --l.'t j. 1 terms, both the "fr: ma ry" activity 
of p'TO'i-:;..!! ,>id actnity of th^ poetic imagination
are ” e s pe; [ ,s ? t 1  >: " . Stevens affirms that the truly
n e u 1 1 ; > ; me n> h  onlooker s r*es nothin whereas the
huraari bi»: . 1 rt 1 \ <• J y coii?t ltutc? the world vhAch it knows.

(> t>* t raoi d ina ry nr), i pvfw'ii t of Stevens’s poeia — and the 
,ichipvt ini-r;? is open to perms in general. — is that by s

22Q

L  fc



mysterious sleight-of-hand impossible to the discursive 
rationalit> which it might sees to be exemplifying in 
Its use of mtntnmenta It gives life to the snow-bound 
scene wh." ch it mediates. It creates the felt presence of H

the junipers shagged with ice, 
the spruces rough in the distant glitter 
Of the January sun.

Such dfe-ails ar? not the "nothing** which a Lockean view 
UAght lead one to posit^ bvt presences endued witn 
liveliness. A man ade of snow is incapable of seeing or 
hearing: on the c ner hand, * man who has completely 
taken possession of the wintry scene truly "beholds" the 
sut -tantiaJity of the non-human world before hi® - he 
tru-iy "bvhoids ... the not hi.t*; that i*,". this level of
implication Stevens re-activ«* * the root me an ing cf the 
verb "beholds" to sfess the mind's activity in holding 
in a state of concentration that which it has focused, 
and to suggest too that the mi nd rejoices in this strange 
power of b. Hoiiinr. Though we have finally no way of 
knowing whftner the constitutive acts of the nind are or 
are not, 'co revert to Coleridge's I oraul at ion, "a 
repetition in the finite mind of the eternal act ol 
creati-.n in the infinite I AM",3 ' the quality of wonder 
*h:ch c!ia rar torizcs the® is 'he saae whether it relates to 
a further reality ->r not.

Const ituin.* se“inp r« pi esent s a mode of the mind's 
working whit n 1 = more i n t o n e  to it and more rich and 
strange than anything available to the workings of a 
merely discursive reason, cuiu this is one reason why a 
rationalistic account of poetry such a«s that < hich Yvor 
Winters provide** is rvl way s in the last resort profe mdl y 
unsatisfying.38 But if constitutive see. w. i» somt-ihing 
which the poet shares with other men, he alone has the 
peculiar jcwer of re-corstituting his seeing in a for*
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of words? he is at once a "see-er" (which is the 
characteristically modern and phenomenological equiva­
lent of "seer") and a maker. In this regard Stevens’s 
poem can remind us of the conditions of poetrv's 
existence. It is : possible either for an inhuman snow 
man or for a man completely subdued to his own personal 
seeing and feeling to achieve or to respond to style. 
Only between the stances of complete objectivity and 
complete subjectivity is the mind free to create, and to 
move in a self-sufficient world which will accommodate 
both mind and what is beyond mini in a permanent and 
living relationship. In enshrining such freedom a poem 
delivers an ever potential golden world of language 
in which the reader may discover life and order 
niratnlouslv shining through bare words. The concrete 
universal of the poens constitutes a tremendous concen­
tration cf verbal energies, and the experience of the 
poem, over and above any experience of seeing which it 
mediates, seems in itself to have a strange and powerful 
coimiti\e effect h e c a u i t  trkes the for® of a growing 
pe ret’ p t. i (•:: of roll* tiorships and a growing involvement in 
a dance ol tensions.
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At the en'i of the section on the poet as maker
I tried to accommodate the aesthetic to the moral by 
arguing that whereas the appropriate mode of attention 
to a work of literature should always be aesthetic or 
contemplative, the work itself is free to embody values 
of any kind, and the act c attention to it involves an 
intimate engagement with a particular ’ethos". I 
argjed too that it would seem only a work in which the 
presir.re of a strong moral ethos is felt that proves 
capal lp of strotching and sustaining attention, and 
ultimately of moving the mind to the point where the 
object before it seems inexhaustible. In tho section on 
the poet as seer T endorsed Sidney's reservations about 
revelatory claims for art, but I argued that the id©8 
of literature as a strange delivery, "cognitive" at 
levels beyond the rational, needs to be accommodated to 
the previous discussion. Throughout I have tried .iot to 
forget, nor too crudely to insist, that the po.? is a 
teacher.

It has been part of my intention, in using Sidney's 
Apo1ogy as a frame, to indicate that it has a breadth 
and suggc^ t i'-eness that saves it from the rigidity of its 
overtly dii>. tic emphasis. But the impulsiveness and the 
broad humanity of Sidney's speculations about literature 
seem to me to offer a lesson to our own age of acute 
critical and theoretical, sotf-consciousnoss . At a time 
when the march of methodology is tending to move away 
from the rich intimacies of personal involvement with 
1 iterature and towards phi1osophical subtlet. , it is 
salutary to be reminded that the critic may well be wisest 
who resorts, like Sidney, to a metaphor as elusive and 
yet as suggestive as the image of a “golden world**. The

L
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best archer need not bp a ballistics expert, and what 
mi?ht seem, by m o d e m  professional standards* the very 
naivet£ of Sidney’s views allows him both a provocative 
pertinency and a sometimes contradictory ir.clusivenoss. 
The practice of criticism suggests how difficult it is 
even to describe with any degree of adequacy the complex 
and often contradictory impulses momentarily and 
uniquely reconciled in each single successful work of 
art; and it seems most likely that the forms and 
applications of .’iterature are so various that they admit 
of no ultimately coherent discursive description.
Possibly too, it is of the essence of literary experience 
that it should have about it the sense of an enchanter 
with "uripath'd waters, undraam'd shores" (the Vinter1a 
T»l<-. IV. iv. 55) •

T h e s u s  complains that "the story of the night" is 
something more than "cool reason" apprehendsjHippolyta 
asks us to approve iho "strange and admirable" >ff«et 
which thr story '‘chievos as it, grows to "something of 
great constancy”. Towards the end of the Apology» in 
the course of his djscussion of comedy, Sidney contrasts 
delight and laughter in the f<> louing way:

Delight v*e scarcely do but in things that
have a con von i on*" y to ourselves or to the 
general n.nur.?; ’r.ughter almost ever cometh 
of things most d i. spropor t i oned to ourselves 
and nat'jiT. Delight hath a joy in it either 
permanent or present; laughter hath only a 
scornful tickling

The \jpw which secs the response of laughter as close to 
a scornful snort occasioned hy deformity or disproportion 
is a typical Renaissance one, and in its essentials very 
similar to Bergson’s notion that we laugh at the sight 
of the mechanical encrusted upon the living. But Sidney* 
brief comments on delight are much sore irteresting.
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Delight, he says, is not an explosive or ephemeral 
reaction* "it z.ath a .joy in it either permanent or 
present*. Tbie joy, he suggests, is consequent upoi 
recognising someth'ng as convenient to the general 
naiuie or to ourselves - that is to say somet' in*. 
actiy what it ought to be or what w <? would d* : t •• it 
tu be: the idea of "convenient:/” obvicusly enough 
connotes ideality and affirmation, Dut more •* . m»'.-e 
ideality would seem to be involved, anc. it is this "more" 
that ?eems particularly pertinent, tr. common t in* on tne 
example of Hercules with great beard and fur. « 
countenance, dressed as a woman and spinning n m !. • 1 • 1 * 
commandment, Sidney says that though the scornfulness 
of t‘ e action causes daughter, "the representing of so 
strange a power in I o v p  procureth delight" (l’)ti:37)»
It would seem that it is only when convenien v >ii.J 
strangeness conic togetlicr that they breed an abiding 
joy, Sidney*5 immediate point is that this abiding joy 
is the proper effect of comedy: e^en so the end of 
The Vinter's Tale images a strange and hard I > to be im«igin.-d 
premise of perfection in the figures of Perdita .'nd 
Florirel:

A couple, that twixt Heaven and Eart 
Might thus have stood begetting wonder.

In such a vision poetry becomes, in words of Putt nh.m 
which are perhaps as opposite a gloss on Sidr«-y*» golien 
world passage and on the idea of imaginative enl a rgem-'nt 
as any,

an ayde, and coadiutor to na ure ... i ••• «is* 
the causes wherein she is impotent a: i i v«
... and in some sort a suraotnter of her ikill, 
so as by meanrs >f it her owne effed- -hall 
appear© more beautiful or strange an niranilous.

i ”

<



In the joyful wonder of comedy, in the sen»o of 
awe that mingles with woe when the tragic nodes of the 
imagination engage tho mystery of things, in the 
playfulness and cogx;i_ ve strangeness of poetic language 
itself, literature creates a "strange and miraculous” 
effect of imaginative enlargement that caruot be 
ga i n s a i d .

One of the roost provocative passages in the Apology 
is that in which Sidnoy say?.,

Marry, they th?t. delight in Poesy itself 
should sepk to knew what they do, and how 
they do; and especially look themselves in 
an unflattering glass of reason, if they be 
incl in.-.bL«~> unto it. For Poesy must not be 
drawn by the ears; it- must be gently led, 
or i atht-'r it muss lead; which was partly the 
cauf® tlia! made the anc ien t-learned affirm it 
wps a divmr* gift, and no hvman skill: since 
all other knowledges I'd ready for any that 
hath strength ol wit; a poet no industry can 
make, it' his uvn genius be not carried unto 
it; aji'J th'Toforc is >t an old proverb, 
orat o r_fit, naarjtur .

(1 3 2 :2 6 ).

Here ire 1 ev«> 1 -h<>aded 1 y brought to the limits of
lt»vel -hf> Hdedn^ss. Similarly, when Valery sets out in 
The Art of Poe t. ry to describe the composition of 'Le 
Cimr»tio-»» itiarin* he speaks of,

my attempts, my groping.-?, inner decipherings, 
those imperious -.♦•rbal illumination? which 
suddenly impose a particular combination of 
w o r d - as though a certain group po*ses*ed 
some kind of intrinsic power... I nearh said: 
some k j fid ol will to live.

2

In any age it would seem, poetry, and the consideration 
0 f it bring one irresistibly to the print beyond which the 
workings of the mind become mysterious.



N O T E S

INTRODUCTION

Ail quotations from Sir Philip Sidney's An Apology
for Poet ry - hereafter referred to simply as the
Apology - are identified in parentheses m  the
text with pagp and line numbers relating to Geoffrey
Shepherd's edition (London, 1965). Vhere I have
quoted separately within a single paragraph a
number of phrases or sentences from the same
immediat 1 context 1 have given only a single reference.
It has been my practice throughout <hen ^ivinj
line referi ices (vheth->r for Sidney, Shakespeare
or any other writer) t<‘ locate only the first line
of a quotation i.e. * cite (100:29) rather than
(100:29-13) or '100:29fi.)* I owe a great deal to
Geoffrey Sheph rd 1 s excellent introduction and notes.
Another recent edition of £ I'Licy's essay whose notes
T found helpful is A Dof-a-e ot Poetry, edited by
J, A. Van Imr.’tcn (Oxfoi , t )■ o ) . Modern editors
owe a good deal to the edition by Albert S. Cook,
The Defense of Poesy t otherwise known as An Apology 
for Hoet ry (Boston, 1890).

A Midst.mnie 
quo t at i on s 
Oxfoi ’ S ta 
the Coin,'! e 
will he t- on 
in perenth

rh r • l)rr

.411 mot;

( T V . i i . 3 0 ). A l l
rum ,'h.ikosprare a e from W.J.Craig's 
aid Authors single volume edition of 
V> 0  rk s ( Lonnon , 1905), and references 

.t be given, whenever it is convenient, 
es in the text.

ns in this paragraph are from the
- o! Act V, Scone I. For discussion 

1 . ' •» Dre.im as a play at least
» id P. Young, Something

Th
• Da 
A'-! 1 A M i(Is N i gh t * s

W * 111
■71 ) .

Quot •
Supe -

The Arc adi

Heart at the
.89,

s in three- states: a) The 
a work complete in five books,original vnr: 

written some time between 1377 and 1 5 ^ 0  but ne.er 
published until 192b, I follow common practice in 
referring to this version as the Old Arcadia.

■id

236



r

b) Sidney's incomplete recasting and expansion 
of the first three books of two Old Arcadia, 
stopping midway through a sentence. This work 
was published in 1590 by Sidney’s friend Fulke 
Greville. It is this version to which I refer in 
talking simply of the Arcadia.

c) Sidney's revision as described above, published 
in 1593 by his sister the Countess of Pembroke, 
together with the rest of Book Three, and Books 
Four and Five of the Old Arcadia very slightly 
revised. A connecting passage clumsily linking
the revision with the later section of the Old 
Arcadia was added c. 1613-1616. It is this version 
that has boon read through the centuries as 
The Countpssp of Pembroke's Arcadia and on the 
few occasions when I refer to ?t I do so by that 
name.
I treat a) and b) as independent works each 
requiring to be considered in its own right, and 
I largely ignore c, as an unsatisfactory hybrid.
I fail to see how the task of revision could 
possibly have been completed in such a way as to 
produce an ending in conformity with the final 
books of the Old Arcadia, The best discussion of 
the various texts and textual problems is in 
William A. Hingler’s edition of The Poems of S„r 
Philip Sidney (Oxford 19<?), pp. ~}t>k -81 . All 
quotations from Sidney's poetry are frcn this 
ed1 1 i on.

6 A work uhich I admire and whose strategy is
sojiiev.li.'.t similar to my own, though it does not use 
a specific text. or author as a focus, is Laurence 
Lerner, The Truest Poetry; an Essay on the Question 
What is l.itor;nurn (Lomion, 19<>0/.

CHAPTER I
1 For the I'nion Dead (London, 1965), p.?l.

2 On Renaissance humanism I havn found particularly 
helpful the svnoptic views provided by works 
such as !1 i ram Haydn, The Count -r-Renaissance 
(reprinted G 1 ouc<? sto r t Mass., 1966); Paul O.ikar
K r i ft t e 1 I e r, Light philosophers of the Italian 
Ren -usance (London, 19t>>): And r£ OhastoL,
The A^e of Hi nri.-m i sm; Europe i'jftQ-l"30 (London,1963)» 
and Joseph"-Anthony Mazzeo, Renaissance and 
Revolution (London, 19t»7). Among articles on _ 
mor*> specific topics, two that have in particular 
influenced my views are Don Cameron Allen,
• Renaissance Remedies for Fortunes Marlowe and the
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Forturati1, SP 3# (19^1); and Herbert Weisinger,
'The Renaissance Theory of the Rea:t ion Against 
the Kiddle Ages as a Cause of the Renaissance', 
Speculum 20 (1945). The translated texts in 
The Renaissance Philosophy of Man, edited by Erast 
Cassirer et aTZ (Chicago, 19^*6) are indispensable.
SuBBia contra Gentiles, I. xxxvii. Quoted by Haydn 
p. 65- For Aquinas, as for Dante, contemplative 
virtue is not somethin apart from but something 
beyond the achievement of moral virtue. The 
quotation from Erasaiuj on education is cited by 
Thomas Greene, ’The Flexibility of th^ Self in 
Renaissance Literature', The Disciplines of 
Criticism, edited by Peter Demetz et a ~  ("New Haven, 
1 9 o8 .

Quoted oy Rosemary Svfret *n her Introduction to 
Selections from Sidney'* Arcadia (London, 19tK>), 
p.18. Svfret's Introduction and notes are most
helpful .

All quot r ion s from Sidney's 1et -era and from his 
prose v , o r ks  o t h e r  than the Apo 3. o p y  are from 
The Cotrp1, >■ t. <■> . r of 5 1 1 Philip Sidney, edited 
by Albeit r«.ij 1 1 I -rat m  fou volume. * (C ambridge, 1912- 
192'-0. Ke ft* retires to Volume and page are 
indicated in parentheses in t.ie text. I have 
kept the often unsatisfactory punctuation of 
FeuilliT'f's text but I have inserted the 
appropriate letters where he indicates the sign 
and I h.ive standardized .etters in raised type.

Aristotle, The N i c orn-iCiie; n Ethics, translate-! by 
Sir David Ross (World's Classics, London, 1925)*
I.i. and I.iii. See also A.E.Malloch, 
•"Architectonic” Knowledge and Sidney's Apology*.
ELH 20 (19 5 3).

Sir Thomas Elyot, The Book named The Governor 
(Everyman e,in. London, 190/77 Hook I. x . ; and 
Roger Asciiam, T h e  Scho ' eraa s 1 e r, in F-n r I i sh Voiks, 
edited by V. A. Vrijhi ^'anibndg.-, 19{> •■+) , p.231 •

See S.K. Heni:iger , Jr., 'The Renaissance
,-^rversion of Pastoral' JH1 22 (1 9 6 I}; and also 
v iso discussion ot pa .oral in Haliett Smith,
El i zabi- 1 h.-iii Poo t ry ( Cambridge , Mass., 1952).

T he Poetical Works of Edmund Spenser, edited by
TV" c .Son ? h and E.  de Selincourt (Oxford Standard
Authors, London, 1912), pp. ^19 and Ul?. Once 
an edition of a writer's works has oeen cited in 
v. footnote, subsequent references will be given 
where convenient in parentheses in the text.
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9 Georg© Puttenham, The Arte of English Popsie. 
edited by Gladys D. Willcoik and Alice Walker 
(Cambridge, 1936), p. ?9*

10 The translation is based on t^at by E. V. Rieu, 
Virgil. The Pastoral Poems (The Penguin Poets,
I ' W). p.iT.

11 See Y v o r Winters, Forms of Discovery; Critical and 
Historical Essays on the Forms of the Short Poem 
in English (Denver, 19<->7); J. V. Cunningham
*Lyri Style in the \ V9O * s * , in his collection 
The Problem of Style \ Nev York, I9 6 6 } ; and G ,K. 
Hunter, 1 Drab and Golden Lyrics of the Renaissance1, 
English I n s t i t u t e  Kssiy*- (New York), 1970.

12 From Verses of Prajgo and Joy written upon Her 
Majesty’s Preservation, ! f'S6, anthologized <n 
Poe t ry of the English Renaissance 1509-l^iC, 
edited by J, William Hebei and Hoyt H. Hudson 
(New York, 1 91’' > I , p . 1 0 .

13 From ’The complaint of Henry, duke of Buckinghaai1 ,
The W crkr of Thomas SarkvilL-.Lord Buckhurst, 
edited hy the Rev. Reginald V. Sackvil1 e-West 
(London, 18'Oj, p .1 50.

1 4 The P .--t v_of Sir Walter Ra 1 eifTh, edited by Agnes
M. C. L&t han i.Tho Mu s p s 1 library, London, ??5l),
F-51.

15 C. S. Lewi*, Em:li*h ' i t e r~> t u re in th<? Sixteenth 
Century, excluding Drama ( xford, 195^), p.bU.

16 St e the tr'''i>iation in Allan H. Gilbert, Literary 
Criticism: Plato to firyden (Detroit, 19b2), 
especially pp. U7df Unless otherwise stated all 
translation.- from Italian critics are from this 
invaluable source work, and they are hereafter 
acknowledged ir. parentheses in the text. For 
discussions of Renaissance attitudes towards eyic 
see Graham Hou^h, A Preface to ‘The Faerie Queene1 
('.ondon, 19oJ); E. M. W. Tillyard, The E n d  ish 
E pic and its Background (London, 195M* and 
Vernon Hall Jr., Renaissance literary Criticism;
A study of Its S o e i a j Content (Nev York, 19^5).

17 See Etnei Seaton, 'Marlowe’s Light Reading'
in Assays and Studies Presented to F.P.Wilson 
(Oxford, I 959) .
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Douglas Bush, *Thp Isolation of the Renaissance 
Hero ‘ , in Rras on a n«l I m :> g i it a t. i on. ed i i ed by J.A. 
Mszzgo (London, 1.9t2} , p. "7, The phrase "the 
etomal brood of gior>- cxcol lont" is /roa The 
Faerie Qnemip , I . v , 1 .

Elyot, p,
Ren *i ssan 
Th*» Bia.-u

lQ i. For a discussion o ( thp traditions of 
unity sco Margart c Greaves,
ir: Stud?*-* in Modi pval and

iKitpi a
of Hon

Rp" ■ 3 1 ty (London,

'A P raver
195' \ \  ~
descru * i
o f  in- i ;■
( Bai 
Rena
t o a ,

r My Daughter ' , € o 1 1 ( 
. E. M, W . Till}., rd 
f Kal (-ii'lar1 s bou^p ;

-»d Pqphis (London,
i j l l O t i

t the
c r: F-

t he 
vpry end 
t or Fiction?

o rdf?
c u i i

to illU’t yii t <? 
r1v English fu

i a t t Jit? 
was able

21 Fospraomi 1' i
(Chicago, I

dnd Mptaphysjrat Imagery

of particular interest in 
t is from Sir Thomas Hoby’s 
ld,issa re Cas> igJ ione 1 s 
e r, 1 L\ fry .ran edition, Londu

Mo

ii

Pi 1 h ’rs, 
)
r. ■: . ■■■ ■ 
1':- ■-; ■ . 
!
X !: < ■ I: ■
rt'ami t 
t1 * - i 
I

n t bpamos upholds high 
1 ; ,:c , and yet are they 
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■ ipitpios and houses, they 
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light the more cownodiously
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for his good shape and vtter appearance well 
pleasing the eye, we call it also coaelynesae 
for the delight it bringeth coating towardes vs 
...we are faine ... to apply the /Term? to 
all good, comply, pleasant and honest things, 
euen to the spirituall obiectes of the ®ynde, 
vhich stand no Ipsse in the due proportion 
of r ’ tsor and discourse than any other material! 
thing doth in his sensible bewtie, proportion 
and c oBf11 vn<- s se .
Op.cit. pp.!09f.

Walter Patpj, The Rpnaisgance. edited by Kenneth 
Clark, ^-iendian B-'oks, New York, 196l), p.33-

J. Hu i / i n/:r , Tho Waning: of the Middle A^fS 
(Harraondsvorth, 19ro), p.39*

To a kVnlthy Man who Promised a Second Subscription 
to the nub]m  Municipal Gallery if it were Proved 
the People Wanted Pictun.9 1 , Collected Poems, p.219.

Yeats, 'A Prayer for My Daughter1, Collected Poems, 
p . 2 1 i .

'To Fenshurst', Pnotnv of Ben Jonson, edited by
Georf.< B u i k o  Johnston (The Muses' Library , 
l.oniion, 19V*}, p.77-

' V.ora 1 E s s a y s ,  Fpistle IV, Of t*e Use of Riches*, 
1.17'--. °n the tr.viition of Country House poems?
SgA G. R. !Th*> Country House Poem of
v he s e % i' i < t c • e n t f 1 Century* , JVC I 19 ( 1 9 5 * ).

Arthur 0. f. use, joy, Th- Great. Chain of Being 
(Cambri'!f”>' . '•'ass., 1o>,) , p.^0. On plenitude see 
also F <! * a r (i tiuMer, ’Three Shakespearean Myths: 
Mutahilj , Plenitude and Reputation1, Engl i »h 
I u s t i t n t <1" F «'hv< (S..W York, 19^9): and L.C.Knights,

• z K < ~ 7 Z~i a 1 B a c k g r o u n d  of Metaphysical Poetry', 
Further K\piorat 1 ons (london, 19^5).

The phrase is Charles Vi H i  «»**'-* quoted by C.S. Lewis 
to describe fepens e r' s view oi the Creat ioi. in 
Studies in Mei; 1 e ̂ <• 1 anti ft e n a 1 s -- '■1 '■** L 2 terat urt_
(Cambridge, 19oc,), p.io2.

' SppakinK oi Poetry', ' lectfd Pofme of John P»«l»
Bi shop (Sew York , ]9-*l/» p • 3 •
* Sunday Morning', The Collected Pot>ms of Vallacg 
Stevens (London, 1953), p. b*. Stevens does not, 
however, feel the horror of mutability in the way
that Shakespeare does.
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'jk The specific references are to Sonnets 12, 98* 1 
and 1 2 9  respectively.

35 Geoffrey Bush, Shakespeare and the Natural 
Condi t ion (Cambridge, Mass., 1956), p.27* See 
also C. L. Barber, Shakespeare's festive Comedy 
(Princeton, 1959); Northrop Frye,
A Natural Perspective: The Development of 
Shakespearean Comedy and Romance (New York, 1965).

3 6 The Parlenient of Fowles, 1.23. All Quotations 
from Chaucer are f-om The Complete Works, edited 
bv F, N. Robinson (London, u .d .).

37 The Loeb Classics editor's translation of 
•Ma#ni f icent i a est renim magnaruB et excelsarum
cum r.nimi ampla quadam et splendida proposition© 
cogitatio atquo administratio', quoted by Rofemord
Tuve, A1 1 pf,o r 1 e a I Imafcory: Some .Medieval Books 
and Their Posterity (Princeton, IS 0 0), p. 59*
My comnu'nts on magnanimity here derive largely 
from Tuve1s discussion 0 1 the concept m  her 
first chapter.

38 Tuve, Allegorical Imagery, p. 79­

39 See C. S, Lewis, Spenser's Imaq- s of I. i ~e_
(Cambridge, i9o? ) , passim.

UO The nhrases are from th» Proe-a to Book VI of
The i H'rip Quo one, star.'.as J, 6 :> rf’sport i vely,
"Fo;- a discuss ion of Book VI see e-p^ri-liy 
Harry Her fipr Jr., 'A Secret sc ipl i ne: Tns 
Faeri ’ mieene, Bo<..k VI', in ortu *nd Con- pnti on 
in the Poetry of Kdmund Pp-ns-'. edit-?: by 
V'illiam Nelson (Selected Pai - '3 > r->v the tnglish 
Institute, Now York, 19t>l); '«U!’n
Williams, 'Courtesy and Pastoral .•< The Faerie 
Queene , Book VI ' , RES n . s . 1 ” i i <'62 ) .

^1 See the discussion of the Graces in ~dgar VinJ.
Pagan Mysteries in the Renaissance (London,
PP. Jit-

I4 2 The Revenger 1 h 1 ra^edv ,111. i v . Collections of 
moralized exempl a ,, of which the Gesc.i Roman ovum 
is a pood example, had flourished ? mcf 1 the 
1 1001 s, arid Erasmus's Adag: a was one of te*t-
known Renaissance collections 1 sentpt.i ious 
aphorisms.

i»3 Huizinga, The Vanina of th»> Middle Ages, p.3^.
See also his 'iiistorjral ldt?<j'j* Life' in 
Men and Ideas; History, the_ Middle Ages, the 
Renaissance (London, 19to0).
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Mi 'Janet's Repentance*, Scenes of Clerical Life
(St »rdard uniform edition, Edinburgh and London, 
n . a . \  p.3°3.

*»5 'Under Bon Buihen', Collected Poems, p. 399*
Michael Angelo left a proof 
On the Sistin* Chapel roof,
Where but half-awakened Adan 
Can disturb globo-trotting Madam 
Till her bowels are in a heat,
Proof that there’s a purpose fet 
Before the secret working mind:
Profane perfection of mankind.

46 Northrop Frye, Fables of Identity (New York, 1963), 
p.152.

CHAPTER i I

1 The Parlement of Fovlos, 11. 12?-l40.

2 Robert Lowell, ’Waking Early Sunday Morning', 
Near tho Ocean (Londcn, 19t»7)#

m

3 Castif’lione, p. 193.

k IbjH . , p . 1 8 6 .
5 Williajn Butler Yeats, Autobiographies (London,

1955), p.**78.
6 T. S. Eliot, 'Gerontion', The Compltt^ Poems and 

PI ays (London, 19t>9)» P*3$»

7 See Introduction, note 5*
8 See in particular John Danby's- interpretation of 

the Arc adia in ,-.1 i?.V>pthan an-: Jacobean Poets 
(formerly Poot* on Fortune's Hill), (London,19^5) .

9 See D. P. Walker, 'Ways of Dealing with Atheists*
A Background to Pamela’s Refutation of Cecrop? a*, 
Biol iothoque d'Hiw.iniswo et Renaissance 1? (1955)* 
p , Pamela -is a virtuous heathen see the chapter 
0*1 attitudes towards Providence in the Arc ad i a
in William R. Elton, 'King Lear' and the Gods 
(San Marino, Calif., 19^8/.

L
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10 Fulke Greville, Lord Brooke, The Complete Vorks 
in Verse and Pros", edited by the Rev. A. B.
Crosart (London, l8?0), Vol.IV, p.20. Compare 
the passage in the Apo1ogy in which Sidney, 
answering the charge that poetry abuses men's 
wit, writ es:

Grant love of beauty to be a beastly 
fault (although it be very hard, since 
only stan, and no beast, hath that gift 
to discern beauty); grant that lovoly 
name of Love to deserve all hateful 
reproaches (although even some of my 
masters the philosophers spent a good 
deal of their larnp-oil in setting forth 
the excellency of it) ... yet ... ( 1 2 5 : 1 2 ).

11 Institutes of the Christian Religion, 11,2.12-13. 
Quoted by Shepherd, An Apology for Poetry, Notes 
p . 1 r>9 .

12 Fulke Greville, ’A Treatie of Human Learning*. 
Quoted by Edward William Tayler, Nature and Vrt 
j,v Renaissance Literature (New i o r k , 19^4 ) .

13 Awart Vom Greville’s Lj_fe, the standard biography
is M .¥.Val1acp, The Life of Sir Philip Sidney 
(London, I'M"). See also John Buxton, Sir M i l  ip 
Sidney and ti e English Renaissance (London, 193?0  ; 
and Rof-r liov.eli, -ir t'inijp Sidney: The Shepherd 
Kn i gh *• (London, 1 ';o8 ' .

Ik Haydn, The C our r e r-Ren a i. ssat.ee, p.xiii.

1 5  Romans t VII. 1 <■>. On the general climate of feeling
in England see especially Haydn, op.c i t.;
Douglas ftus'i, The Renaissance r.nd English Humanism 
(Toronto, lyl'*!; Laidin Craig, The Fnciianted 
G 1 ass; The Renaissance Mind in Fnglish Li terature 
("0x7 o r d , 1‘t'o); Theodore Spencer, S,.ake speare 
and the Nature ol Man (Sew \ o rk, 1 9‘4~T~i H*
C. Griers.irT, C i o « s-f n rr<-n t s in English Literature 
of the Severn een* h r >'ntury {is a rnond s wor t h, 19 0 f j j ; 
and F. P. Wilson, Li i he i L m  and Jacobean 
( Ox ford , 1 ')■-*(>) .

lo Few passages seem as relevant t<■ the spirit of
early Northern huraanism as the following lines from 
a letter written by Erasmus in lr>l8, and quoted 
by Huizinga, The Waning of the Middle A^es, 0 .3 2 :
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I am not so greatly attached to life; 
having entered upon my fifty-first ye^r, I 
judge I have lived long enough; and on the 
other hand, 1 see in this life nothing so 
excellent or agreeable that a man might 
wish lor it, on whom the Christian _re«»d 
has conferred the hope* of a much happier 
life, in store for those vho have attached 
themselves closely to piety. Nevertheless, 
at present, 1 could almost wish to oe 
rejuvenated for a few y^ars, for this only 
reason that I believe I see a golden age 
dawning in the near future ..

It is perhaps worth adding that The Frajsn of 
Folly includes a passage on the folly <~f not 
coMBiu inr ~ u i. c 1 d e . bee a ! s o Don Canwion Allen, 
•The D v ;;<'?;<>i ion of Man and Renaissance 
Pessimism', 5P 3 5 (193B).

17 For genet-.-. 1 critical discussions of the Apo I ogy
see espocjally, in addition to the Introductions 
to Shepherd's /md Van Dorsten'-s editions,
Kenneth. 0. Myrick, f-i r Philip ajjnev as a
Literarv Ciw'r^ian (London, 19 <-> J ) » Arthur
E. Barker, 'An Apo Lorry for th« Study of
Renaissance ’-optry' , in Li?or.'*-y Vigvs: Critical
and H i - t «>r i < .i ' Fssnys, edited by Carrol! Camden
( C hi t ,> -'o 1 w.; ; and David DaichPS.Critical Approaches
to i i t r-11 i:! ■ - (1 .rtd<.-n, 1 9<̂-t ) •

1.8 ' R ibh i.nnsntors Christian Love Insufficient',
Collect^.' i»oen,s, p.ViO. For Swift on satire - one 
of a n:imli~r oT'passages in his writings making 
the same point - see 'The Author's Preface to 
the Battle of the Books', A Tale of a Tub ^
ard The !'.utle of the Books (London, 1 dj t p . 172 :

Satire is a sort of glass, wherein 
beholders do generally discover everybody's 
face hut tseir owi; wfiich is the chief 
re *« n for that kind oi reception it meets 
in the world, and so \ery few are offended 
with it.

19 Percy Th-sshe :ihelii-\, 'A Defend- of Poetry' , in
English r t i t i > .-< 1 1 m s  edited by D.J.Enrignt 
nd Ernst. De ChicKera (London, p .2U9. In

using thi phrase Sh.-l'ey is making the point that 
our scientific ki.c.^dge lias outn'.n our 
conception of its significance.
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20 ihonijs A q u i n a s ,  T h e  'Surnma T h e o l o g i c a *  (London,
1 9 1 V o l . V I .  p . k7 j . f i i r s t  Part o f  the S e cond 
P art, Q u e s t i o n  XL I , A r t i c l e  U ) .

21 S e e  *iis c h a p t e r  ’A c t i n g  out Iceas in S i d n e y  s 
T h e o r y *  in I d e a  and Act in E \ i  za b e t h a n  F i c t i o n  
(P rir.ceton, 1 9 o 9 ) . T h e  lines fr o m  S t e v e n s  are 
the o p e n i n g  l i n e s  of 'Of M o d e m  Poetry' ,
Collected P o e m s , p. 2 39*

21+ F o r  an e x c e l l e n t  d i s c u s s i o n  o f  this s o n g  s ee Ne i l  
L. R u d e n s t i n e ,  S i d n e y ' s  P o p t i c  D e v e l o p m e n t  
( C a m b r i d g e ,  Ma-‘s . , 1 9o? ) , p p . 258 f7 It is w o r t h  
r e c a l l i n g  that T h o m a s  N'ashe, in his P r e f a c e  to 
S i d n e y ’s 1 Ast >-ophr.l and S t e l l a * (1591), c c i l e c t e d  
in El i / a b m l i  C r i t i c a l  E s s a y s , e d i t e d  by G . G r e g o r y  
Sn.iTh ( 0 x 1  . > n 1 . 190'*} , Vo i . 1 1, refers to the 
s e q u e n c o  as p r e s e n t i n g  "the t r a g i c o m m o d y  o f  loue"; 
ajid he sums up its e f f e c t  by d e c l a r i n g  "the a r g u m e n t  
c r u e l l  etiase itie, the Proiogu<- hope, the E p i l o g u e  
d i s p a i r e "  (p. 223).

22 F o r  b a l a n c e d  d i s c u s s i o n s  o f  the p o s t - m o d e r n  ienial 
o f  f o r m  see F r a n k  K e r m o d e ' s  c h a p t e r  ’T h e  Modern'
in r nn T i nn ' r ' >>s (l.ondon, 19o8); S i g u r d  B u r c k h a r d t ,  
'Of O r d e r ,  A b s t r a c t i o n ,  and L a n g u a g e ' ,  Y a l e  R e v i e w  
53 ( 1 9 6 -4); a n« E. H. G o m b r i c h ,  'Art at the End 
o f  its T e t h e r ’ , in I n n c v a t i o n s . e d i t e d  b y  B e r n a r d  
B e r g e n ? ]  (l on'lnn, 196<"j. A  most s t i m u l a t i n g  w o r k  
g e r m a n e  to tin? hole t opic is A n t o n  E h r e n z w e i g ,
T h e  H i d d e n  O r d e r  o f  Art (Lo n d o n ,  19t>7)

23 T a t e ' s  vi r«ion o f  l<>8i ends wi t h  C o r d e l i a  m a r r i e d  
to Edgn r ,  and it p r o v i d e s  the s e n t e n t i o u s  c l o s i n g  
lines:

T h y  b r i g h t  e x a m p l e  shall c o n v i n c e  the W o r l d  
( W h a t e v e r  Storrns of F o r t u n e  are d e c r e e d )
T h a t  i'ruth and V e r t u e  s^axl at last succeed.

For R v m e r ’s d i « c u ? j i o n  o f  O t h e l l o  see *A Short
V i e w  of Trftf'clv1 , T h e C r i t i c a l  W o r k s  of T h o m a s  R y m e r ,
pditP'1 hy Curt A. Zitnansky (\ev* Haven, 195k),
pp.l?l-o't and e s p e c i a l l y  p. 162.

2k J a m e s  J o y c e ,  A p o r t r a i t  o f  the Arti s t  as a Y o u n g  
M a n  (Lo n d o n ,  J93<-) £ l f>lo/^, pT! 209 •

25 "r , S. F l iot, ’L i t t l e  G i d d i n g  II*, C o m p l e t e  P o e m s  
and P l a y s  , p . 1 9 •

26 J. V. C u n n i n g h a m ,  W oe or Won d e r :  T h e  E m o t i o n a l  
E f f e c t  of S h a k e  sp^a rear) T r a g e d y  (Denver, 1951).
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Thomas Aquinas, op.cjt., Vol.VI, p. U75* See the 
whole section, 'First Part of the Second Part, 
Questions XLI-XLIV' (Vol.VI, pp. ^68-98) which 
deals with fear in itself and with its objects, 
causes and effects.

Cunningham, p.21. This stretch of try essay, even 
down to the illustrations provided, owes a great 
deal to Cunningham's book. Cunninghara does not, 
however.) discuss the ending of King Lear. Two other 
stimulating discussions of wonder in an Elizabethan 
context, but from different points of view, are 
Dennis Quinn, 1Donno and the Wane of Wonder' ELH
36 (196'")); and Kitty V. Scoular, Natural Magic: 
Studies in the Presentation of Nature in English 
Poetry from Snen.c-er to Marvell (Oxford, 19^5) • The 
finost general discussion of wonder that I know 
is to be found in Josef Pieper, Leisure the Basis 
of Cuf lure (London, 195-?).

See John Shaw, 'King tear: the Final Lines', SIC 
lb (l9oo). 1 wo iff lul articles on the final :.cenc 
of the play are J. Stampler, 'The Catharsis of 
kinft Leai and J. V. ualtons 'Lear's Last Speech', 
both Sh-~~ 1) I 19 o 0 ) . See also, Largely on the 
strength of it j title, Geoffrey L. Bickersteth.
’The Golden orld of King Lear*, PBA Vol. 32 (19^6).

Yeats, M.apis Lazuli’, Collected Poems, p. 338.
The phras;* "the time is free" is from Mac be th,
V . vi i. .

Vil tarn Empson, 'Fool in Lear’, The Structure of 
Comp .1 e x Words (London, 19r>l), p. 15b. Empson's 
d i s cur- s i on of the i inal effect of the play forms 
part of one of his finest essays.

Si {ground Freud, 'The Theme of the Three Caskets*, 
reprinted in Literary Criticism: An Introductory 
Reader, edited by Lionel i n  11 in,-: (New York, 1970),
T̂. YT1>. See too the discussion of the final scene 
by Frank Kerrnode, ’Survival »f the Classic*, 
Shakespon [■»’,_Spen^r, Donne (London, 1971) *

Villi a ni ’Wordsworth, 'The Borderer .1? 1 , III. 1539f.» 
Pooiiral. w oiks ( x f o I'd Standard Authors, London,
I S ^ I T p - 51.
Essays and Introductions (London, 19*>l), p.245.



Letter 32, 'To George and Thomas Keats, 2." st 
December, 1817'» Letters of John Keats (World:* 
Classics, Loi.aon, 195**7» p.53. For an excellent 
discussion of Keats and the tragic see Lionel 
Trilling, 'The Poet as H e r a  Keats in His Letters’, 
The Opposing Self (New York, 1955)•

•On sitting down to read King Lear once again*, 
Poetical Works (Oxford Standard Authors, London, 
1956), p. 380.”

Quoted fay Anthony Cronin, A Question of Modernity 
(London, 19bb), p.25-
X have been unable to tr-sce the original source 
of the quotation: it is not one of the essays 
ccllected ln The Dyer's Hand. What seems like a 
development of Auden's view in this quotation 
occurs in his essay 'Robert Frost', The Dyer1s 
Hnnd .-'.id Pthi-r re«''.ys (\>w York5 19o8)~ p. 33^> 
where he distinguishes between Ariel-dominated ar i 
Pros pe ro-<1 Oiii i n a t ed poetry. The passage is so 
appropriate that 1 quote it Jit sowe length:

We want a poem to be beautiful, that is to says 
a verbal earthly paradise, a timeless world 
of pure play, which gives u& delight precisely 
because of its contrast to our historical 
existence uitii all its insoluble problems and 
inpscap.ibli' suffering; at the saoe time we 
want u poem to be true, that is to say, to 
provide us Kith soae kind of revelation about 
our 1 i fo uhirh will show us what life is 
really like ar.U fre< us from sel f~ enchantment 
and decept’on, Hid a poet cannot bring us any 
truth without: introducing into his poetry the 
problematic, the painful, the diforderly, the 
ugly. Though every poem involves some degree 
of collaboration boiu-en Ariel and Prospero, 
the role ol each varies in importance frota 
one poeHi to another.

«c i t > Without Walls', City Without Walls (London,
19t>9), p. 1 3.

Quoted by .1. R. R . Tolkien, 'On Fairy-stories*,
Tree nn<l LeM" (i.ondgn, 19b-+)f p. +̂1.

R.P. Blarkmur, 'Between the Numen and the Moha;
Notes Towards a Theory of Literature', The Lion 
and the Honeycomb (London, 195o).
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CHAPTER III

1 ‘Christianity and Tragedy', Beyond Tragedy: Essays 
on the Christian Interprptation of History (London, 
1938), p. ifn. For Lawrence's attitude towards 
Anna Karenina see ’Study of Thoma*, Hardy*,
Selected Literary Criticism, edited by Anthony Beal 
(London, 19 5 5}, p. 177J

Their real tragedy is that they are unfaithful
to the greater unwritten aorniity, which would 
ha;e bidden Anna Karenina be patient and 
wait until she, by virtae of greater right, 
could take vhac she needed from society; would
hav» bidden Vronsky detach himself from the 
sytPR, beeomi> an individual, creating a new 
coleiv of morality with Anna.

. 'Miching Malecho', Good Talk I, edited by Derwent Ms.y
(Lond. ri, ) .

'j 'Pre'ace to Tin- Portrait of a Lady1, The Art of the 
Novel : Critical Preface;-, by Henry James, edited by 
R. P. Blackmur (Now York, 193^)» p.^55

There is, I think, no more nutritive or 
suggest ivo truth in this connexion than that 
of the perfect dependence of the 'moral' 
sense of a v. u rk oi art on the amount of 
felt life concerrod m  pioducing it.

A most interesting recent dincussion of this complex 
problem is I n s  Murdoch, ’The Idaa of Perfection1,
Y'al e fie v j p w  V) ( 1 9 0 -4 ) .

U 'Double Plot in Sidney's Old Arcadia1 , MLR oU (l9^>9)» 
p ,2 3u. Another good discussion cf the uoral plot 
of the Old 4 read i-1 is Elizabeth Dipple, 'Harmony
and p„,777,7a~in >::e .H:l Ar.-,-..11 1 , EUI 35 {.'90S).
See also h.-r 'Metamorphosis jn Sidney s Arcadias1 

PQ 50 (1971J.

*> Mark K o * e } for example, in his recent study Heroic 
Love: st.U'Ii--* in Sidney and ypivwer (Cambridge,
Mass”. makes only- passing n-fcrence to the
Old Arcadia, and then says sweep mgl y, "In the Old 
Arcadia the princes, once they have become the lovers 
of Pamela and Philoclea, are treated with constant 
irony and appear quite ridiculous”, p. j8. J. Carey 
in t tie second volume of th ■ recent 'Sphere History 
of Literature in the EngLish Language1 has little



tlaws for either version cf the Arcadia but at 
least he brings his prejudices firmly into the 
open by declaring that the works ar© "kept in 
tha tilt-yard, with hardly a re.v hair to split”, in 
’Elizab«tKan Prose", English Po p ’ry d Prose
1 5^0 - ' Z ■ » edited by Christopher Ri rk«
(London, 1 >70), p. I'Jk. Th ».• mo si: extended 
discussion oi the Old Arcj uia is tfichard A, LarJiaa,
* The Old Arc ad i a 1 „ 5idne> 1 s Arcadia (New Haven 1965) • 
Lanhaa's wcrk has done much to ri'scta the 
Old Ar?adi a from critical negl»<. 5. and he is 
particu1 a r 1y good on Sidney's treatment of “the 
paradox of passion"! p . 3^3); but he over-stresses 
the cjkiic element in Sidney’s handling and he 
rails to suggest t he real sub 1 1 'ty of Sidney's 
attitudes.

See Bosola's d y i n g  speech:

... Oh t h i  ' gloomy world,
11, what a shadow, or do op pit of darkness
Doth, womanish, and fearful, mankind live?

(v.v.9 9)

and hj“ earlier speech:

We are seridy the stars’ 1 t enni s-bailj, 
struck and banded

Which wav please them.
' (V.iv.53)

Quota;, ton? n re from The Duchess of Mai f i t edited 
by E. M . I5i fui;tf, (The Ncu Mer-maius, London, 19^4).

L anii a rri, p. -• tf 8. D, M. Anderson, 'The Trial of 
the Fx.3ni.i-s in th*- Arc a-'i i a ' _ R t' 6 n.s. S (1957), 
tries- to account IV. r Pin 1 a n r  ! s aiiper and for the 
s e v r ; ? y of x he f i,ial s m t o n c o s  by ai guing that 
the political t hem.* duraniant in t ho book, and
that "the solo p r •> o c c up.'i t ion o I Phil an ax a.nd 
E u a r f i  i punish i!ir,s.' »i.o havP subverted
■ f1(i c , j -ru'sftv and to f'pt th<» constitution
worki' " - ' ( j -. i I j . It seems U  me doubt ful ,
how/". >■ this is 5 i dn oy 1 »s "^ole preoccupation"
in ih • - .

IV. 3 i i , 133--40, ’What you do/ Still bettors 
what i5 nan? ...1.

The Preface to the I ;>91 Countosre of Pembroke * s 
Ar ;ui 1,1, by Jiunh S.infor’d, th. Karl of Pembroke's 

rv, Bianuains that in the improvement s to 
tin; 1 3‘) ) edi v i on, carried out under the direction 
of the ounte* a of Pembroke, the reader will find,



the conclusion, not the perfection of Arcadia; 
and that no further then the Authours own 
writings, or knowen determinations could 
direct. (Ringler, p . 373)

The changes made, in the 1593 edition, to the 
sections printed from the Old Arcadia have been 
tabulated by R . V. Zandvoort, Sidney's ’Arcadia* t
A  C o m p a r i s o n  B e t w e e n  the T wo V e r s i ' __ (Am s t e r d a a ,
1929), pp. 27*^0. The two most important changes 
relate to the love-plot: the reference to Musidorus's 
Intended ravishing of Pamela while she sleeps is 
omitted (compare IV, 285-> with II, 118-9), and 
Pyrocles no longer visits Philoclea in her bed- 
chamtx'r with the intention of seducing her (cospare
IV. 21')-27 with i . 31-ol), The trial scene is 
amended accorhn/’ly. Ringler ( np , c i t.. pp, 372-79) 
follows Myrick, Sir Philip Sidney as a Literary 
Craft t and K. T. Rou,-, ‘Elizabethan Morality
ani the Folio Ri*\ ision of Sidney's Arcadia1, HP 37 
(193'.<- +0 ) , -11 ar;;uin," tbs* Sidney definitely 
authori =w*d these rhanr;e< himself; and he supports 
this \i. • w with c nnvmcinc lew evidence based on 
the li?o ot now j. 1 ace n;isi!'̂  and on references to a 
second upri-inr of the Helots jn the revised sections - 
ti sort of details that only Sidney
him-.'' 1 ■ '.onceivaLly have supplied. Two
sul 1 do?, V .11 i am Leirh Godshalk, 'Sidney’s
R* \i 1 1 t Arradi a . Book III-IV', £§ hj (1964)
an J ' f'ulkp Cl revi 11 e and the Bevision*
o 1 _  , f__S n.s. 17 (Tlotj) add nothinf; really 
st \ ~  1 the arfrufiipm, although Rees's
su& t t Uroville d»d not print the whole

, > ,■■< . ■)-■<■* i,<■> belir-v<- : that even as amended 
tTFT “ t : from 1 he Old Arcadia did not 
n j n  t ' .v'h final intentions is attractive.
Tut , ,>n t recent statement of the view that
r , \ i M M . ouid prohnhl not have been satisfactorily 
c,,r.t ?, ui c on t'orrrn V v w j t h the last books of the
O l d ___-s e e Ki iz a b e t h Dipple, 'The Captivity
Ej, 1 - ” i the New Arc ad i a 1 , 3L0P 70 (197-1)*

10 Lanham, p. 373

11 See Mark R-.jse, Heroic Love, for a full and interesting
treatment of t he them.- of Christian love in Sidney 
and Spoil4 er .

12 'Morality and the Novel', Selected Literary Criticism, 
p. 108, See also note I above.
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An Egaay Criticism (London, 1966), p. 30i "A

V moral theory of literature is without definite 
content unless it refer? to a scheme of moral 
values existing outside it".

Plays Confuted in Five Actions (15*2?), quoted by 
Madelaine Doran, Endeavours of Art (Madison, 195*0 

96. In suppoit of t

19

lew that Sidney was 
1 arlier The School of Abuse 

The First Phase of the 
the Stage 1558-1579*» HLQ

P
not a n g e r i n g  Gossan* 
see William Ringler,
Elizabethan Attack on
5 (1 9 4 1-2 ).

’East Coker H I ’, Complete Poems and Play-', p.lSO. 
See also Dante's Purgat<>rio XXVIII, 139--*ls

Que’.li ch 1 ant i caroente poetaro 
1 ’rtk dell'oro e suo stato feliee, 
forse in Pamaso esto loco sognaro,

^ h o i e  who in old times sang of the age 
of *:old and of its happy «tate perhaps 
dreamed on Parnassus of this place

Tiauslation from The Divine Comedy, edited by John 
D. Sinclair (Lon«l-»n, 19’^), Vol.II, On this topic 
see Harry Levin, t iic Myth of the Golden Age in 
t.u? Retiri i ss ..nice (London, 1970 j.

' I<pode II
Octuple t

translated by John Marshall, The 
,'oiks of lorace (Everyman's Library*

Lcndor., n.d.i, p. ,13. The pi,rase "the idle singer
ol an empty d a y ’ in from William Morris’s 'The 
Eorthly Paradise',

Frank Kormodi, English Pastnr.il Poetry: From the 
Be/;inning to Marvell (London, 1952), p. 17:
"Always at the h.-.ck of the literary' attitude to 
Nature is the shadow of its opposite; the knowledge 
that Nature is rough, and the natural life in fact 
rather an animal affair".

Robert Graves and Raphael Patai, Hebrew Myths: The 
Hook of Gon.-si*. (London, 19tA), p. 80, The notes 
to the sort ’.on 'The Fall of Man* provide some 
extraordinarily interesting i.isignts into the myth 
of an earthly paradise.
See Donne, »Elefiie XVII*, 38-51, where he laments 
that "the golden laws of nature are repealed” and 
that "plurality of loves” is now considered crime#in 
The Poems, edited by Sir Herbert Grierson (London, 
I9 3 3 ). and Andrew Marvell, ‘The Garden', The Poems, 
edited by Hugh Macdonald (The Muse's Library,i952), 
p.51. On the libertine tradition see Frank Kermodo. 
*The Argument of Marvell's "Garden"•, EIC 2 (1952)•
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S*>e Levin, Chapter V ’Pageantry1; and E . H . Gombrich, 
’ Renaissance and Go 1 den Age*, Norm and Form; Studios 
in the Art of the Renai^anre (London, 19bh) . For a 
translation of Sannazaro's poem on Amaranta see 
David Saistone, Sid?; rv * s Poptry: Contexts and 
Int e rprc tat ions (Cambridge , Mass., 19t> 5 ) , p . 30 .

The ¥orks of Aristntjp, edited by V . D. Ros>s (Oxford, 
19J+6), Vol. XI, Kh c t o n ea, Book 1, chapter i, 1355b. 
The Rh e t o n c  is translated by V. Rhys Robert a .

CHAPTER IV 

i S«*p L i I v
U 9 3 5 }  /

T*. Campbell 1 The Chri st ian Musp 1

El i ! "i b o UT.l Vol.I, p. 231.

Aristotl;-, f o »t;r 5 Chapter I, (C ilbert, p. 59) s 
•' £ p i c iH'S'ny, trar<>(iy( and also comedy , di thy rambi^ 
poetry, <md most music on tho flute and the Lyre 
all fall into the general class of imitation".

For  ̂ p r 
of i * ■- j «
The-
B r i ri i i .■■■■
(Lor. . 

foil o
hoir-
Imagf • _ \ ■ ■ ; ; 
Lpp A. Sonn t r 
R h p t n n  r  ( L i.

Fli/abethan rhetoric and 
;itxon see Hardin Craig,
>r* \ I and VII; and

__ i sb P o b t r y
i \e i'o umi m e  

.■ ■ a r t icui arly
ani Mc t aphys ical

ntli-Cf'n tury
two-volume

Prop/'.- : 
Ppro r 3 t

Spp th,"-

and Eli

ab;

1 Introduct ion 1 , pp . 1 J - 1.6,
ti, N a r 
nt 3 o n , Ro futatiors and

P. Albr-rt 
n KIh' tut'K

:,f sppechos from the
nr-1 , ‘ Sidney ' s Arcadia 

.'4=. ( m » ) .

?nepch and Style (1599)»
edited by H. H . Hmison \P n n r  
Fraunc.-,’ The A r c a d i a n  r h - t o n  
Ethel Seaton (Oxford, .19 >C*) .

, 1 9 J | . Abraham
(.15^8 ), edited by

h 1 i

i x

1



. ‘Timber, Or Discoveries', Ben Jonson, edited by 
C, H. Herford, Percy and Evelyn Simpson, (Oxford,
19^7), Vol. /Ill, p. 635.

9 Vickers, p. 64

10 See the discussion of this issue by Derek A.Pearsall, 
•Rhetorical DescriPtio in Sir Gavain and the Green 
Knight *, MLR 50 ^7955); and also E. R. Curtius, 
European Literature and the L atin Middle Ages, 
translated by V, H. Trask (London, 1953)* Chapter 
Ten 'The Ideal Landscape1.

11 This is Tuve’s definition, Elizabethan and V ?ta- 
phvsical T magpry, p bQ. For ena r,**i a in classical 
rhetoric see, for example, Quintilian, Institutes 
of Oratory in Twelve Books, translated by Rev. J.S. 
Watson [Ti ■ ton, l85o}, 5~.3. 62, (vol. 2 p. 1 0 1 ):

It is a great merit to set forth the objects 
of which we speak in lively colours, and so 
that they may as it were be seen; for our 
language is not sufficiently effective, and 
nas not that absolute power which it ought to 
have, if it impresses only the oars, and if 
the judge feels that the particulars, an 
which he has to g*.* a decision, are merely 
stated to him, a.nd not described graphically, 
or displayed to the eyes of the mind,

12 See, for example, Horace's Art of Poetry, *56-78*

The custonms of r »ch age thou must observe,
And give their yeares, and natures, as they swerve, 
Fit rites ...

The translation is Ben Jonson1 s, Herford and Simpson, 
Vol. VIIJ, p. 3-’5.

IT Rhetoric, Book 3, chapter 2, l^llb. See Rudensttne1» 
discussion of energle in his tenth chapter.

Ik Sons and Lovers (Haiwndsworth, 19**8), pp. 83, 187 
and 295.

15 George Chapman, Homer* s 11 i ads8 edited by Ailardyce 
Nicoll (New Vo rk'l i 9 Tto )~t Hook 20, 3<t'^-370. (Vol,I, 
p. ^17).

16 'Chapman Still Heard', 1 oetry 91 (1957-8), p.6k.

2 5**



17 See William Carlos ¥ili lam?*, 'The Red Wheelbarrow',
The Collected Earlier Poems (New York, 195l)»
P.277*

so much depends 
_upon 
a red wheel 
barrow 

""glazed with rain 
water
besidt the white 
chicke. •>,

The fact that ray memory betrayed me inte 
remembering white wall rather than white chickens 
see: - to me merely to reinforce the point.

18 Bioi?raphia Literaria, edited by George Watson 
(Everyman, London, 195b), p. 177 (Ch. XV.):
"^Images/ bpcome proofs of original genius only 
as far as they arc modified by a predominant 
passion; or by associated thoughts or images 
awakened by th.it passion ..."

19 'Profatorj' Letter to Ovids Banquet of Sence' (1595)* 
quotod by Tuve, Eliznbothan and Metaphysical 
Imagery, p . 31.

CHAPTER V

1 English Lit pratnrr in the Sixteenth Century, p.319- 
See also Willi am Nelson, ’The Boundaries of 
Fiction in the Renaissance1, ELH 36 (1969)*

2 See Villiam Ro^sky, 1 Imagination ir. the English 
Renaissance: Psychology and Poetic', Studies
in the Renaissance 5 (19 58).

3 Richard Burto-, The Anatomy of Melancholy, edited 
by Floyd Dell and Paul Jordan-Smith Vew York, 
193«)» P« --1* quoted by Kossky, p.52.

It The Advancement of Learning, p. 153.

5 See the section, 'The Question of Truth*, in 
Shepherd's Introduction to the Apology, pp. 71-75, 
on the rhetorical idea of the "logic of 
probabili t ies H.

6 See Mark Roberts, 'The Pill and the Cherries? 
Sidney and the Neo-Classical Tradition*,
EIC 16 (1966).

2>
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10

11

This suggestion is made by El 5 z a Utn Dippl&,
' H a m o n y  and Pastoral in the Old Arcadia* t p. 323* 
There are some interesting comments on this scene 
in David Kalstone, 'Sir Philip Sidney',
English Poetry and Prose 15^0-1^7^. Brief ua it 
is, this is one of the best essays on Sidney and 
the comments on the Arcadia are particularly acute.

22-l 2kk. cites in a roteSyfret
passage the description of this incident from

this

13

Ik

15

Golding's translation of Book I of the Metamorphoses, 
which includes the following lines:

But as she ra i the meeting winds her garments
backwards blew, 

So that her naked skin appear'd behind her
as she flew ...

Greville, Life of Sidney, p. 15̂ *. For Sidney's 
reference to his "toylull booke” see his letter 
to Kobe»-t Sidney of October 18th, 1580. (ill.132).

Castiglione

See Languet1s 
Rudenstine, p

• . 2 3k.

letter of September 1580, quoted by
9:

^Your dearest frierc1s7 are fearful too, that 
the sweetness of your lengthened retirements 
may somewhat relax the vigorous energy with 
which you used to rise to noble undertakings, 
and a love of ease, which you once despised, 
creep by degrees over your spirit.

Rudenstine's opening chapter, 'Sidney and Languet', 
is interesting in this regard.

William Hazlitt, Lectures on the Literature of the
Age of Eli 7iibc t h ( LondorTj 190971 P P • 206-8 .

• Sidn 
Eli/ b e  1

the Late-Shakespearean Romance', 
and Jacobean Poets. On the Arcadia

see also Walter R. Davis, 'A Map of Arcadia: 
Sidney *s Romance in its Tradition', in Sidney* s 
Arcadia; and Rudenstine, Chapter III, 'Love in
Arcadi a ' .

Danby, op.cit., p, 6 9.

Cf. Antonv and Cleopatra, IV.xiii.80: "... Then 
is it sin/ To rush into the secret house of 
death,/ Ere death dere come to us?"; and The 
Duchess of Malfi, IV.ii.222: ”1 know death hath 
ten thousand several doors/ For men to take their 
exits ...



CHAPTER V I

1 Ringler, Po e m s , p.hlO, provides the int'ormation
that there are ''considerable variations among 
the 13 substantive texts”, showing that Sidney 
"added to it or revised it on at least four 
different occasions"; and he points nut too that 
it was transcribe.! in at least eight manuscript 
anthologies as well as quoted by numerous*
writers.

I refer 
alrealy

Rudenst ine and Kalsto-n
i t ed .

This is Cunmnfihara's 'improvement** (Woe and 
Wondei > p » 1 9 ,**■ ) o i Kobi'-ts's translation of the 
Rhci u r i. i-, Book 3, chapter 2, 1 U O h b , Roberts, 
whom Cum; i n,‘:harfl follows scrupulously for the 
rest of his quotation, reads: "people like what 
strike? them, ;md arc struck by rfhat is out jf 
the wav " .

Ha? lilt, of). 2 0'-*

'Diiicovwrips' (Hf'rford and Stepson, Vol. Vlllj, 
p. t>2') . Jonsiin rather' liked he sh_ p image, 
having n~ed it a ft w pa^es back in a passage
s w c  t i on i 
imag i n 1 1

Yet,
I f o rbid  
so the fa

writing which issu>' from

if we have a fair gal< of wind, 
-lot t;i.> steering out o “ our sail, 
vour of the gaie decei- > us not.

(p «616)

As ve na v  «•» s e e n  , : 
u s e s  the iraa^e of 
in the 1 i he raI i t y

idney, in a similar context, 
ships rumiinc away with the wind 
>f speed, (1.191;

rips’ (iierford and Simpson, Vol. V2II),
See H.V. S .  Oi'doii, *TUe P r i n c i p l e s  ot

Variety 
Apsitirt i

onteenhi Ce 
et r y ‘ , J H X

1 x. ury
10 (j- 9 9) -

Fma'' r v , C h a p t e r 
ryin^"

PP.
Cent 1. I

Seventeenth-
n of hrl ie>n tnlneas:
Hiith Wai 1 erstoin, Studit;__________
c (Madison, j. h ">0) , is alrio excellent 

the' theoi'>~and practice of ornamentation.
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< Hie most entertaining collection is England* s Helicon, 
edited by Hugh Macdonald (The Muse’s Library, London, 
19^9). The most convenient means of obtaining a sense 
of the development of the courtly style is tr read 
through an anthology such as that edited by Norman Ault 
(Elizabethan Lyrics /London, 192J§7 which has the 
advantage of being arranged in chronological order), or 
by Hobel and Hudson (Poetry of the English Renaissance). 
See al_o Franklin Dickey, * Collections of Songs and 
Sonnets', Elizabethan Poo try' (Stratford-upon-Avon 
Studies 2, London, 19^0).

9
10

Puttenham, p.112.

For a diagram of suggested geometrical fttrures see 
Puttenham, pp. 92-3; and for the names he gives to 
the various figures of ornament see Book III *0f 
Ornament*, Chapters XII - XXII.

Thomas Morloy, A Plaine and Easie Introduction to 
Practical! Musickc (1397), edited by Edmund H. Fellowes 
(Shakespea re Asso'lation Facsimilies No. lU, London, 
1937)- The quotations are from pp. 170, 172 and 177 
respectively.

Music and Poi try of the English Renaissance (London,
19^ K ) , I>. 97*  ‘

T h e  Life of B e n v e n u t o  Cellini, translated by John 
A d d T r v t o n  iv-. ruis ( London, 1925), P* 359. The phrase
refers sperificaLIy to Benvenuto’s quick-wittedness in 
saving the whole operation from disaster by supple­
menting the alloy with pewter cups and platters at 
a moment of crisis when the metal was not flowing 
'Veely enough.
See J o h n  S h e a r m a n ,  M a n n e r i s m  (H a rmondsworth, 196?).

FI i / a be t h e n  T a s t e  (L.-ndon, 19t>3), p. 10*4. On English
a r t  «!' t h e  p e r i o d  s e e  E r i c  M e r c e r ,  English Art 
1 3 3 3 - 101‘ 3 ( Ox f »r d , 19o2); and on the mannerist influence 
M k o l a i i . s  He 
architectur

1Mannerisra and Elizabethan 
Th ' Listener 71 (19t>*»).

17

18

Quoted by Maurice Hussey, The World oi Shakespeare 
and His Contemporaries* (London, i 971) , p . 7 »

See Shearman, Mannerism, on tableaux vivant «.

•Hero and Leander’, 11. 19-36, The Poems of Christopher 
Marlowe, ea i ted by Miliar Maclure (London, 19^8),
'p~0~. The most lively discussion of Elizabethan 
courtly poetry known to me is M .C .Bradbrook, Shakespeare 
end Elizabethan Poetry (London, 1951), but sea also 
GTgifroy Tiiiotson, 'Elizabethan Decoration', Essays .in 
Criticism and Research (Cartridge, 19^2).
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19

20

21
22

23
2k
25

26

27

28

29

Quoted by Shearman, p. 8k.

31
32

33

3**

See John Pope-Hennessy, 'Nicholas Hilliard and 
Mannerist Art Theory', JWCI 6 (lS>U3).

Quoted by Mercer, p. 23.

On Hilliard and mii.iature \ ainting see Mercer and 
also Graham Reynolds, Niciulaa Hilliard and Isaac 
01iver (London 1971) » and Roy Strong, Tho 
Elizabethan Ima^e : Painting in England 15^0-l620(London,

1969).
'Cowley*, Lives of the English Poets (Lcndon,1906),Vol.I,

p. 36.
Johan Huizinga, Homo Ludens (London,19^91 .
Anatomy of Criticism (New York, 1968), p, 5 8»
See also Jonas A. Har1sh,'Exhibitionism and the 
Antitheatrical Prejudice', ELH 36 (1969) on 
changing attitudes towards ''self-display".

See especially Stephen Orgel, 'The Poetics of 
Spec t ac 1 p 1 , NLj] 2 ( 197 1 ) *

Arcadia: the Great House
ob?»an Poets, pp. U6-73*

See Danby, ’Sidney'
Romanc e ’ , Eli/ a bo t (•_____________________________
F o r  an * icellont d i s c u s s i o n  o f  the frustrations 
facing m e n  o f  wit in Elizabethan ti®es see G.K. 
H u n t e r ,  J o hn Lyly: the H u m a n i s t  as Courtier (London, 
19b2).

Greville reports this. Life of Sidney, 69.

It is possible that post-Rcnaissance humanitarian 
sentiments It.'ad one astray here: Shake s pea re' s 
hostility to "butcherly ehuffe?" in the mass, as 
evidenced in his treatment of the Jack Cade 
rebellion, has often been commented on.

See Valla The Life of Sir Philip Sidney, and
Lawrence Stone, The Crisis oi the aristocracy 
j 5 -3,̂ - 1 f. 1 (Oxford, 19 0 3)_, especially Chapter VIII 
’Ofl’ict and the 1 ourt' ,

Q u o t e d  by S t one, p.

Tolkien 
597-60^4.

in arui the Green K n i g h n , edited by J.R.R. 
and~~E. V. Gordon ("Oxf'o'i'd, 1930), H «

Ibid., L 530 .

1 El izr.bethan Chivalry: The Romance of the Accession 
Day Tilts', JWCI 2C (1957), p.22. See also 
R. C. Strong, ’The Popular Celebration of th© 
Accession Day of Queen Elizabeth I', JWCI 21 (195®)*
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35 See Stone, Chapter X ‘Conspicuous Expenditure*.
36 ' P a s t o r a l  a nd C o u n t e r - P a s t o r a l ’ , C r i t i c a l  Q u a r t e r l y

10 (1 9 0 8).
37 'A Mask presented at Ludlow Castle', 1. 7^5, 

Poetical Works of Milton, p. 68.
3® Essays and .Introductions (London, 1961), p. 254.

39 I b i d .. pp. 2 52-3.

kQ G i r o l a m o  F r a c a s t o r o ,  Saii^oriu s , sivp do P o e t i c a
Dialnf'iii, t r a n s l a t e d  by Ru t h  K e l s o  ( Urbana, H i . ,  
1 9 2 ;-*j, p. 3^9.

I. 56:'*. Q u o  t :>() and t cans 1 a ?.. mi by Fl.’ixter H a t h away,
M a  r n mwoiip i ,-it- p s : Honaiss.Tnrf
Cr-i ’ -i '■<■■■ (New York, F o r  f u l l e r  dii

l 1 ■> . i ■in Kfiiiusr-ain-p c r i t i c i s m  spp Hathen 
T h e  - r i r i c i . - r r :  T [ . o  1.,-t p l - U - r i a i s a a n c o

cho ramp p a s s a g e  is 
nard V o inbo rp;, A H is

tin1 1 t. aL 1 an Rt-najss an

nr
u “ s ions

q uo ted 
oi~y of

42 Poetic- ', I, I, p.'S. Q u o t e d  and t r a n s l a t e d  by
(flTTTTrT in a lonf'thy footnote, p. 1 3 •

!*3 Por t i n ' ,  H I .  p. H I .  g u o t p d  and t r a n s l a t e d  by 
Roii^oi.i-r *. 1 - f , 1 V • pit- r nra p ,-s j s 1 : T he
H u fflHiii ^  ir of P n m t  iri<; (N«*w Y ork, 190?) ,
not*? .)!, p. Apoi <>ry ( 1 0 2 : 2 r)j :

Ho t w i x t /ri?rhr puv-is and t hosr w ho p h i l o s o p h i s e  
in is «o'-'-i a k i n d  o f  rtiffercncp as
brt v» i xt" t !!<'• m-ari or sort of paintors, wh o  
count >- r !V 1 1 t r,iily such i'acps as aro set b e fore  
thorn, and th>' n;oro p x r o t l c n ! ,  w ho h a v i n g  no 
la* I 1 1 kit, ticstow that in c o l o u r s  u p o n  y ou 
w h i c h  is i'ut p s t  1 or tho eye to sen,..

T h i s  is ve r y  c l o s e  to 1 rac as t o r o 1 s po s i t i o n .

kk Q u o t e d  and i r a n - M . u o d  by T i i l y a r d ,  T h o  Kn/>li»b Epic
and Its jt.-trk/rronnd, p. 232,

-pp... mi, ......... . 1 In-' I. amn : H o m antic 17u‘-»ry a na inn
cl', ...... 1 i ;• ^,n (New York, 19'■“■), p. 2?2. See

.. . i/„r'Hom.'uiOP M y t h  and M e t a p h o r :  ii.



k6 ’’Poverty’’ is one of Stevens's favourite metaphors: 
in ’Esth^tique du Mai', for example, he says of us 
thatj "Natives of poverty, children of ffia.i.htjur,/
The gaiety of language is our seigneur" (sect.xi); 
and also (sect.xv), that "The greatest poverty is 
not to live/ In a physical world ..."

h7 *The Renaissance Imagination: Second World and
Green World, The Centennial Review 9 (19&5)* W  ^6 . 
This is a most stimulating article.

2»8 See Anne Righter, Shakespeare and the Idea of the 
PIay (Harmondsworth,

k9 The Ingenious G entleman Don Quixote l a Mancha,
Ozell's revision of the translation by Peter 
Motteux (Modern Library, New York, 1950), p. 506.

50 Ibid., p. U62. On Cervantes's artistic self­
consciousness see Angel del Rlo,'The Equivoco of 
Don Quixote*, in Varieties of Literary Experience, 
edited by Stanley Bu rn saaw { London, 19'j3)«

51 Abraham Cowley, The Conplete .rks in Verse and 
Prose, edited by Aipxaiider B, Grosart (lSSlT, 
repr. Hilden^ nein, 19^9), VoJ. II, p. 17.

52 Ibid.. p. 18.

CHAPTER V'Tf

1 The Ad van-client of ’.earning (World's Classics,
Oxford, 1951J, p. 9<'.

2 Ibid. , ^l^'i.

3 Translated in " he Worky of Francis ’'aeon, ed?',ea 
by James Speddi et. ai.. (London, 18757* Vol. IV, 
p. 335. For <n discussion of Bacon's views on art 
and their sif;ni i icanci; see John I . Harrison,
•Bacon's Viev, ci Rhetoric, Poetry, and the Imagination*, 
HLQ 20 (1937), See also Basil Willey, Seventeenth- 
Century Background (London, 193*0 •

U 'Letter 123, Sunday l^th Feb. - Monday 3rd Hay, 1819,
To Geor/e and Ge. rgur* Keats', I etters, 250.

5 The Advancement of Learning, pp. 8 and 10.
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r
■■j 6 Benjamin Farrington, The Philosophy of Francis
* Bacon (Liverpool, 19 o k }, 26,v The Advancement of Learning, p. 69.

Quoted by Ahraras, The Mirror and the Lamp, pp. 300 
.irJ 301 respectively. Abrams's whole section 
'S>i?mce and Poetry in Romantic Criticismt i. 
Positivjsm vs. Poetry3, pp. 300-303, is extremely 
appobite, Excellent discussions of the topic are 
to be found in Edgar Wind, Art and Anarchy (London, 
1963); and Erich Heller, 'The Hazard of M o d e m  
Poetry’, The Disinherited Mind (New York, 1959).

See 'Paeon and Shakespeare: Postologicai Thinking’,
The Oiruic Voice, pp. (->8 .

History of the Royal Society of London (1665-66), 
quotec by Sowell, p.  7 3 .

C. K. Scott-Moncrieff translation, Volume 9,
The Captive, Part One (London, 19^1), p. 250.

12 'Essays Supplementary to the Preface', Poetical Works,
p. 750:

Genius is the Introduction of a new element 
into the intellectual universe ... What is 
all this but an advance, or a conquest, made 
by the soul of the poet? Is it to be supposed 
that the render can make progress of this kind, 
like an Indian prince or general - stretched 
on hi® palanquin, and borne by his slaves?
No; he is invigorated and inspirited by his 
leader, in order that he may exert himself} 
for he cannrt proceed in quiescence, he cannot 
be c. rried 1 1 k ** a djud weight.

13 flioflraphia Llteraria, p . 1 /J.

Ik 'The Dry S'Ivages V*, Complete Poems and Plays,
p. 190.' '

1 5 See * The Relation o r the Poet to Day-Dreaming' 
(Collected P ,;po rs, Vol. IV), and 'Neurotic and Artist*
( A  G e n et >1 In t rudur t. i on to Psychoanalysis), both 
reprinted m  Eliseo Vivas and Murray Krieger,
The Problems of Aesthetics (Sew York, 19 6 0).
The quotation is from p. 15^.

16 The distinction is made and elaborated upon by
C.S. Lewis, An Experiment in Criticism (Cambridge
1961).
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Biographia Literaria, p. 28, note 2.

See 'Psychology- and Form', C ount e r- S t a t ement 
(Berkeley and Los Angeles, 1968), pp. 29t.

Tradition and Poetic Structure (Denver, 195l)t p. 2 2 .

Ibid.

'Artistic and Aesthetic Values', BJA ^ ( 196!*) ,
See also Harold Osborne's discussion ol il.- same 
process, but under the name of "actualization",
T h e  Art ~>f A p p r e c i a t i on (London, 1970), pp. 171-75.

See H o u g h ,  An F « * a y  n  Criticism, p. 1^: "Formal 
theories d e v e l o p e d  in i s o l a t i o n  reduce literature 
to insignific^r.i’o. M o r a l  theories developed in isola­
tion c e a s e  to be literary theories and become 
contributions to social hygiene*.

O o u v r ^ ?  c o m p l e t e s  (Paris, 19^*5), p. 365, translated 
by C. B u t l e r  and A. Fowl e r ,  Topics in Criticism: 
an o r d e r e d  set of p o s i t i o n s  in literary t h eory 
(L o n d o n ,  1971 ) ,  It e m  117.

T h e  S y m b o l i s t  M o v e m e n t  in Literature (ft. York, 1958)* 
p. 7 ’ .

B u t l e r  and Fowl ? r ,  Itena 117*

In T h e  F u n c t i o n  of C r i t i c i s m  (London, 1962), p. 63, he 
d e c l a r e s :  "So far ns ray k n o w l e d g e  and ju d g m e n t 
will gua<ie me ... *Le Ciraeti&re Marin* and 
• E b a u c h e  d • un Se r p e n t *  are the two greatest short 
p o e m s  e v e r  w r i t t e n " .

S e c o n d a r y  w o r l d s  (London, 1 9 68), p. 51*

• On Fai ry Storif Tree and Leaf, p. 3<>:

The story-maker proves a successful 'sub­
creator1. He makes a Secondary World which 
your mind ran enter. Inside it, what he 
relates is 'true*: it accords %. i < h the laws of 
*;iat world. You therefore believe it, vhil- 
you are, as it were, inside.

See Erwin Pnnoffrky, ’Et in Arcadia Ego: Poussin and 
the Eiegaic Tradition1, Meaning in the Visual Arts 
(New York, 1955). A very useful discussion of 
romance is provided by Gillian Beer, The Romance 
(London, 1970). The best introduction to pastoral 
is probably still Walter V. Greg, Pastoral Poetry 
and Drama ( London, 1 90<j) .
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T h o u g h  ' C u p i d  and My C a m p a s p e '  ip s u n g  by A p e l l e s  
to m a r k  the e nd o f  Ac t T h r e e  in L y l y ' s  pi ay 
CfltnpaspA this in no way a f f e c t s  the issues 
the s o n ^ s  d o  not a p p e a r  in the ori g i n a l  q u a r t o s  
o f  L y l y ’s plays, and they c l e a r l y  ha v e  the s t atus 
o f  i n t e r 1udes.

S ee D. S. Brewer, ’The Ideal of Feminine Beauty 
in Medieval Lit*'raturp, pspecial ly "Ha rl py Lyrics 
Chaucer, and 5om«> Eli zabt*tUans1 , MLR 50 ( 1955) .

’The Poet as Fool and Priest: A Discourse on 
Met hod ’ , 51, ikp«p«'arr»ar Mpan infls( Princ«■ ton , 1^68) ,

31
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The Poetical Works of Robert Herrick, edited ^
by L . cl Mart in ( Ox fo rd , 195b) •

See Gail S. Weinberg, ’Herrick's "Upon Julia** *
Clothes"', Explicator 27, 19^8, Item 12.
Until wsll into the lf-20's women tended to go
rigidly encased in farthingales, but at the
Caroline court a new style of dress emerged In
which fabrics were encouraged to move with the
female form. The now style is reflected in Van
Dyck's portraits and it reaches a -tak in the
fashionable beauties clothed in negligee whom *
Kneller and Lely painted. It would thus see#
to be reasonable to assume that Herrick's poem
owes as much to direct observation as to the
exploitation of <? literary convention.

'Letter 32 of Dpceraber 21st, 1817, to Goorge and 
Thomas Keats' , Letters, p.52. 'Ceats goes on to 
stake his famous statement ;

The excellence of eve'y Art is its 
intensity, capable of making all 
disagreeables evaporate, from their 
being in close relationship with Beauty 
and Truth.

biograpl.j,, L i t o r a r i a . p. 177*

•In M e m o r y  of M a j o r  R o bert Gregory', Collected 
P o e m - , p . 150.

The pnrase "drown'd in delights” is from 'Julia's 
Petticoat*, poeticai Works, p. 06, The other 
references are to 'Upon her Plush*, 'Upon the 
Nipples of Julia** Breast*, 'Upon the Rose^ in 
Julia's Bosom1, U p o n  Julia's Unlacing Her Solf*, 
and 'Upon Julia's VashiiiR Her Self in the River', 
pp. 120, 1 ? - -4, 249, 157 and 2<>k respectively. For 
a ver> per: .iis^us^ion of Herrick's poetry see 
J. B.' Broadberu , Poetic l ove (London, 19^ ) -  in 
many ways this is in<> best book on Elizabethan ajnd 
Jacobean poetry and I could well have cited it 
under a nu.-.ber oi heads as I have? learned a great 
deal from it .

Bi ographi a Li praria, p. 1?2.

Eliot's earlier views on impersonality as set out 
in 'Tradition and the Individual Talent' (1919)*
S e l e c t e d  Essays (London, 1932) are subsequently 
mod i f i ed in aT^passage in his essay 'Yeats',
On Poetry and Poets (London, 1957)* P* 2 55* where 
he distinguishes between the impersonality of the 
"anthology piece" and "fiat of the poet who, out 
of intense and personal experience, is able o 
express h general truth; retaining all the partic­
ularity of his experience, to make of it a general 
symbol’. ,
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sun I p x Words.
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55

5b

- th 1. A. Richards on hi 3 
ut;l. ; :; - : - t.>r ide sin this poem. Ewpson'»

, - >1. t-..> final l ines is on pp. 3 66 -7 km

1 ; ' "■ .. \ . ’ 5. F o r  i.iiot*s v i e w s  see
- t he S t o i c i s m  of Seneca' ,

_ _ « I'1* 135: "By ’ thinking' I m e a n
»f t j b , r-v \i t 1‘erent f r o m  a n y t h i n g  that I 
find in 5hak(‘S,.earp ... D id S h a k e s p e a r #  t hink 
a n y t h i n g  c.t all? He was o c c u p i e d  w i t h  t u r n i n g  
h u m a n  a c t i o n s  into po? t r y ” . T h e r e  ia a mo s t  
s e a r c h  inf: d i s c u s s i o n  cf E l i o t ’s views and o f  th# 
l a r g e  issu e s  w h i c h  they r a i s e  in F r i c h  Heller,
'Rilk*' apd N i ? t z s c h p , V i t h a D i s c o u r s e  on T h o u g h t  *
Be lie. an<1 P o p i n ' 1, Th'-- I) i 5 i nh o  ri t e d Min'), p p . 123-7?* 
T h i s  e s s a y  pi - vrikpd E l i o t ' s  re* tatemen t o f  his 
p o s i t i o n  in ’G o e t h e  as S a g e 1, On P o e t r y  and P o p t s .

S o  I 1n I finnd * r : E “ ?y« on M y t h  and L i t e r a t
Xtonrjon, ■ 
* In 11”; r* 
o f  th.-' '-O' 
Edwai : I- j i : 
in s.
of P -.______
P. - * 
f’.s «■

in’ • 1 
not. *• 
the 
Seem
is c ■ 
cons 
ac t
it sp ’

- i-t“ t nr. s h o l f  of his chapti-i"
ias the Void*. F o r  d i s c u s s i o n s  

■ : d i s i n t e r e s t e d  con tempi at ion see 
, 'Psychic D i s t a n c e  as a F a c t o r

he t i c  P r i n c i p l e *  , P r i M « h  Jpurrta" 
IIOH'I; j. F indlay, ’T he ~
- • » t' 1 •» it: two a e s t h e t i c  

** ~ * ’ - n the M o d e r n  frorid •
' ■ Arl ol~ A r»prec n t  ion, p p . 23-

- - - > r as thy a d d e d  v i r t u e  o f
. r.T, ■ ,■■■.• > .jpvr i oped h i s t  orical ly . 

t " n o b o d y  n o w a d a y s  w o u l d  be 
- - rt ... that a wo r k  o f  art s h o u l d  

icIp for a ny othes v a l u e s  e x c e p t  
( !.. 2 I ’4 ) , but ev e n  hi* d i s c u s s i o n  

v i t i a t e d ,  as far as l i t e r a t u r e  
ast, by its. p r f j ^ r r i n e s s  to

r a t h e r  than s i m p l y  the 
, 0 ssent i a l 1 v a e s t h e t i c  and in
n: o! m o r a l  qua 1 i 1 apft.

171: "Th*3 poet, d e s c r i b e d  
nr?- the wno 1 e soul of m an 
?uh o r<‘- i ru> t i on o f  its 
.'iccor-iin^ to t h e i r  r e l a t i v e

Bi<w 1
in i ' ■ : [■ i.■ 1 t .■ ■ : 
into t * » , 
f a C U * 11 t= r U) i ■..
wort h .'si : d i f,;’. 1 t \

T he re f e r e n r e s  ,i;.> to K e « t s ‘ « 'Le t t e r s  31, 59 
321 f L e t t e r * , pp. -‘0 , 10 0 and 53.

lor-a rand V a L i »  in M o d e r n  P o e t r y  ( A n c h o r  Books, 
N ew hirn, ’ 9 3 ~ i, p- >71•

Q u o t e d  by W i n i f r e d  N o w o t t n y ,  T h e  L a n g u a g e  P o e t s  U s  
( L o n d o n  , 19 f-' * ) *

:v ■

u

i /.

other

L

L
*



The Dehumanization of Art and Notes on the Novel 
(Princeton^ 1948 /192^/) , pp". 27-9. For an 
excellent critique of Ortp^a's views see Joseph 
’“'rank, ’The Dehumanization of Art’, The Widening 
Gyre (Bloomington, 1 9 6 8 ).

Women in Love (London, 1954 /T92l7 ), pp.^19-2^. 

’The Flexner Sonata’, p. 21̂ ».

Quotations are from *The Garden' and 'An Horatian
Ode*, The Poems, pp. 53 and L20.

See a) I. A. Riehar's, Principles of literary 
Criticism (New York, 1930); h) Kenneth" Burke,
1C nr i olanus - and the Delights of Faction1,
Lan^ia^r ,1* Symbolic Action (Berkeley and Los 
Angeles, I'-icsO), an essay which develops the view 
that tragedy is a symbolic action affecting an 
individual and social catharsis; c) F.R.Leavis's 
reply to Ron.5 Wellek’s charge that he fails to 
make his premises explicit, 'Literary Criticism 
and Philosophy1j The Common Pursuit (llarraondsworth, 
1962); arid d) R. G. Collingwood, The Principles 
of Art (Oxford, 193^). Amongst the most 
provocative und pertinent comments on this issue 
are Krich Heller's, The Disinherited Mind, p.158:

1 . Where beliefs embodied in poetry are as 
important as they are in what one may call 
con !"• ss i >na I poetry, we cannot fully 
appreciate the poetry without being at least 
t emp t ed to accept, the beliefs as v,ell. The 
treasure of our appreciation will be the degree 
to which we experience the poem's strength 
in persuasion arid our weakness in the f<ice 
of cnal1enge. With such poetry before us, 
complete immunity from infection would prove 
either the bluntness of our perception or 
the worthlessness of the poetry. 2. There
are ideas and beliefs so prosaic, outlandish 
or perverse in t'.eir innermost structure that 
no great or good poetry can come from them: 
for in.-’tancr, Hitler's racial ism. It is 
this negat 1 % e consideration that to me fiaalLy 
proves the intimate nosit i •> e relation between 
belief, thought and poetry. If there were no 
relation, th e would b no reason either why 
the most perverse or idiotic beliefs should 
not be convertible into great poetry. They 
are not.

Selected Poems, translated by J. B. loishman 
(Harraondsv.o rth, 19 6‘<)» p . 7 ̂ •



CHAPTER VIII

1 I borrow the phrase, widdershins, from Lady Macbeth, 
Macbeth, I, vi. 37•

2 I. Corinthians XIII.12.

3 'iipon the translation of the P saltnef by Sir Philip 
Sidney, and the Cour.tesse of Pembroke his Sister*, 
The Poems, p. IIP. See Courtlavid .0, Baker,
‘Certain Rel.giou* Elements in the English Doctrine 
of the Inspired Poet During the Renaissance1, ELH
6 (1939). For a more Ueueral discussion of the 
"vaulting" aesthetic of later Renaissance * iters 
see Gordon Worth O'Brien, Renaissance Fifties and 
the Problem of Pouer (Chicago, 19

U Preface to D p 5apjpntia Vptpniis. Quoted by Elizabeth 
Sewell, The 0 rph ic U i c p  (London, I9 6I), p. 81.
See also Angus Hotcher, Ai 1 o.-rory: Th^ Theory of a 
Symbolic Mode (New York, 19t'4), PP» 21f.

5 See Sonnino, A Handbook to Sixteonth-Century 
Rhetoric, p . ’. On tfie use oi emblems and icons and 
their back r, r o u n d  , see Mario Praz, S t ud i e s in
Se' . iprnth- e.itnrv Im̂ iftprv (Rome, 19o^) •

6 See Ernie ad-, t.6 .5, The Essential Plotinus, 
translated by Elmer O'Brien (Mentor Books, New York, 
1 ) .

7 Tho Man of L p h p t s  in the Modern World (New York,
1955), P. 5-U.

8 'The Coronet', The Poems of Andrew Marvell, p.9i 
'Jordan I and II’, The Y» o 1 ~ of George Herbert, 
edited by F. E. Hutchinson (Oxford, 19^1), ppT5b 
and 1 0 2 .

9 Quoted by R. D. Vagner, 'Eliot's Rose Garden*,
PMLA 69 ( 195*0 * P* 22.

10 'The Dry ialva^es V ,  Complete Poems and Plays,
p.190. For a most sensible and thorough discussion 
of the problem, ser Harold Osborne, 'Revelatory 
Theories of Art1, BJA U (19 0U).

11 Jo'n P. McIntyre, for example, talks of the Apo1ogy 
as "an '.po, <■ Renaissance Neoplatonism" ,
;5 idne/'s G o l d e n  World', Comparative Lit. lU 
(I9t>2), p. 36'}.

12 Quoted by E. H. Combrich, Art and Illusion (New 
York, 19o0), p. 95.
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13 See Chapter 6, noti; k2, above.

14 E. H . Forstor, A Passage to India (Harraondsworth,
1936), p.286.

15 See Hathaway, The Age of Criticism, pp **11-13.

16 See Hathaway, pp.43If. on the Four Furors and the 
music of the spheres. On Ficino*s vievs see 
Kris tel ler, «Ficino', Eight Philosophers; and 
Chasteil, The Age of Humanism,, p. 28 and pp.103f •
On Renaissance beliefs in the relationship between 
poetry and tup divine see also E. H. Gombrich,
* leones Symbolicae: The Visual Image in Neo-platonic 
Thought *, JVC I II (IQ."); and Ernst Cassirer,
The Platonic Renaissance in England (London, 1953).

17 Boris Pasternak, Dr Zhivago (London, 1958), p.k27.

18 Quoted by William K. Vimsatt ana Cleanth Brooks, 
Literary Criticisn.; A Short History (Hew York, 1957). 
p.117. Chapter 7 o! this work ‘The N'eopi atonic 
Conclusion: Plotinus and Some Medieval Themes* is very 
illuminoting.

19 Erwin Panofsky, Idea: A Concept in Art History, 
transl ati’d bv Joseph ~  S*l! Peake (Columbia, 19 6 8 ),
P. **5. '

20 Ibid., notes, p. 190.

21 Quoted and translated by Shepherd, Apology, p.65.

22 Shepherd, p. on: "We must believe that Sidney is 
writing with a direct knowledge of advanced 
contemporary theorizing on art, acquired, probably 
even formulated in part, by Sidney himself in eager 
discussion m  courts and chambers rather than drawn 
f r o m  boo k ? " .

23 Studies m  Vrdir-wU rmd Renaissance Literature
( C uni b i 1 u,.;o ,

2k Quoted by O'Brien, Renaissance Poetics and tne
P r o b l e m  of P o w e r , p. 19.

25 C. S. Lewis, T h e  D i s c a r d e d  Image: An Introdu-tion to 
M e d i e v a l  and R e n a i s s a n c e  L i t e r a t u r e  ( C a m b r i d g e ,  19o*»), 
p. lol. On R e n a i s s a n c e  a t t i t u d e s  towards the reason 
see also T e r e n c e  Hawkes, S h a k e s p e a r e  and the Reason:
A Study of the Traredies and the Problem Plays 
(London, 19^)* Chapter x.
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A. C. Hamilton, 'Sidney's Idea of the "Right Poet"*,
Comparative Literature 9 (1957).

Two Concepts of Allegory (London, 196?), p.81.
See also th-> discussion of Nuttall's views in 
Kevin Magarey, 'Dragon into Bat: The Mind and 
Heart of Mr Nuttall*, Southern Review **, (1970).

See W. K. Vimsatt, ’The Concrete Universal',
The Verbal Icon (London, 1970), pp.69f.

'Eighteen Lines of Chaucer's "Prologue"1,
Cri tical Quarterly 2 (l9t>0), p. 30.

Poetical Works, p, 155*

'Chaos m  Poeiry', Selected Literary Criticism, p.90.

'Preface to the Edition of 1815', Poetical Works, 
p. 75'-*.

Vonisvortli * s Poe t rv 3 7^7-181 '-i (New Haven, 196^),
P. 5.
See 'he discussion of this concept in V.H.
Gardner j li^ran! M-m! ey Hopkins (The Penguin Poetf, 
Harm-.ndsKorth, 19^3), PP. xxiiif.

Philip Wheelvright, The Burning Fountain (Bloomington, 
P • My discussion in this section of

the chapter oi.es a ,;om.i deal to Wheelwright’s 
'Four Ways of Imagination' in which he distinguishes 
between and discuss?* the confruntati\e, stylistic, 
archetypal and metaphoric functions of the 
ima^inat ion.

Hiopraphi a Li toraria, p. 91.See W. H. Auden's 
gloss on Colcndfjc, 'Making, Knowing and Judging*,
The Dyer's Hnnd, p. r>'«: ‘'The concern of the 
Primarv .! lYia t ion. its only concern, is with 
sacied beings and sacred events".

Ibid., p. 10?.

See, for example, Forms of Discovery, p« xviii

Since language is conceptual in its nature 
statements in poetry will be more or less 
rational or at least apprehensible in rational 
terms, or else the mediuffl will be violated and 
the poem weakened. In so far as the rational 
statement is understandable and acceptable, and in 
sofar as the feeling is properly motivated by 
th© rational statement, the poem will be good.



1 The Arta of English Poesle, p. 303.

2 'Concerning L© Cimeti^re rearin’, The Art of Poetry 
(New York, 1958), p. *0.
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•CD I Cl- v> OF T H E  M u R K S  O F  S I R  P H I L I P  SIDNEY

T h e  C o m p l e t p  W o r k s  of S ir P hi Iip S i d n e y , ed . A l b e r t  
F e u i  11«? rat ( k « ̂  s . , Cass-,bridge, }9l2--2o) j

I . T h e  Count oss t - f  o f  P e m b r o k e s  A r c a d i a
II, T h e  L a s t  Part o f  t)»- Courites.«e o f  P e m b r o k e s  

Ar c a d i a :  A s t r o p h o i  and S t e l l a , etc.

I'll. T h e  D P f. :i f j'npaip; P o l i t i c a l  Disco u r s e s ;
C o r ?~ f « i)onil on c ej__T rans I a t l o ns .

I V . Arcniiia: ;.1ip original, v e r s i o n

An Apo Lorry f or Popfrv, e d . G e o f f r e y  S h e p h e r d  (London,
‘ 1965).

A of Poetry, ed . J. A. V a n  Dora ten (Oxford.
1966).

r h rw i «e k no w~n_a a An Apoloiry
for Po *?ry, e<1 Albe r t  b . C o o k  (Bos. -on, 18 9 0 ) .
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