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ABSTRACT

‘imaginative eanlargement! is a vague concept which
the th vis attempts to give a more specific content., Sir

Phiiliy 3idney's discussion in his An Apol-gy for Poetry

ol the poet as teacher, as maker and as seer is used as

a frame for an examination of the idea c¢f imaginative
enlurgement in veiation to the three realms of the moral,
the aesthetic and the puminous with which poetry has been

varijously associated,

The theoretical discusgion 15 related throughout
to a consileration of specirfic litevary texts chosen
@ainiv from English Renaissance wr - ters, Particular atten-

tion iz paid both to 3idney's and to his Astrophei

and Srel

poems .,

The stratey of the argument 18 to consider in turn

(ssions of the poet as teache, as maker and
as seer, and to piess eavh of these possible ways of

thinking «f the poet and of poecry towards wiat would seem

to be its useful limics, e argument implies that any full

considerstion ¢f povtiry needs to take some account of each

of these asuects, arsd as the discussion develops an attempt
is made to suggest how a recopncaliation of the various

viewpoints misbt beoech e,

The opening chapter discusses and illustrates Sidney's

cential cotiomtion That pocizs preseits an enor rizing
vision which Bos oo omoral and cavilizing effect. The second

st that the poet can chargs the

arnt thiret ool pTors Susy
imagination uf Dis readers by driving inwards intoe the

pointulness ond my-fery of life as well as by prezenting
the shining forms of perfection, and that the nature of

the "enlargensnt” which 1s acrhieved i ip each casc far more

complex than the "Kineticism® which a didactic view

envLsnges.
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The fourth chapter picks up driey’s admission

that works of literature need not have a moral content

or woral effirct, and it uggests that in Sidney's views

o the pret as maker a recognition of specifically

sestheric gqualities is beginning teo emerge. Subssquent

chapters owtend the notion of imaginative enlargement

T ingial der the

scoestheric consnderations, and con
icdesn of artistic autonomy.
The seventh chapter argues that whereas a

resoluiely fot syt makes litersture something

ipscrumental, Bnl oo dnnot Say what i1 unigqualy 18,
a resolutely oamilist approach makes literarure

eriing sral, and can never say realty convincingly
£ ‘ ¥ b

co is. An atrempt is then made to

what s IWporLe
shurt civeouit the polarity of aesthetic and s-ral by

reuing that whereas the appropriate mode 0! attention

Yo a worx of Literature :aould always be aes hegic or
contemplative, the work itself is free to embody values
of any kirni,.: @ the act of atteatiopn to it invelves an

cment wit. the athos’ of the work.

intimaty oy
Moreover, 1t would seom that only a work in whiicn the
pressure of o sty moral ethos is apparent proves
capable of syrerohiing: b osustaining sttention, and
ultimately of muviny the mind to the point whers the

abiert hetare 1t seems inexbaustible bocause it 1S folt

s ey of things,

te apen ontn the

ction on the poet 58 ¥eerl eNAorses

The fino)

Sidney’s reservations @tout revelatory claims for

Titerata: it argme s toat the lden st literature &8 &

’

ipaculons® delivery, cognitive at levels

Beyond Che rationsl, nesds to b accommodated to the

previous Jisiuss10n.
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INTRODUCTION

In the opening paragraph of An Apology for Postov

Syvney sava, recalling the enthusiass for horses .ad

riding ot Jonn Pietro Pugliamio at

peroris court,

"snlfelnve 18 hetter than any gilding te make o T Seom

mor zecns wherein cursclves be parties’y and it 18 no
smali part of the a_ wal of S.dney’s essay that hix own
enthusiasm = ines con inuously through "is words,
nowhers mare than in the Pamous passare on the golden

woy s

& | Nature oaer et Lot orne carth o in so

ri-h tapestry 8% divers poeirs have doned

petther with pleascnt rivers, fruitfal

trees, ~smelling flowers, nor =hatgoever
elae may mibe the too-mucheloved earth
core Toveivi he o oworld is brazen, the
leliver a golden., 1

(100.23)

poats only

The froshness ond potency of this passage s more than
just a matter of rhetorical Slan. The metaphors have a

Surprisinc yoriine aret sussestiveness because Sidney

affivms the tdeaiity of art i such a way as o remind

tilarating sense of

the rea

er o drresintibly ol ibat @

Spemns

Tiberation amd 1ma insiive enlaryoment o

stio w1 o#oeerunine response to oarv. Hic lipes

charsuter

would mecm o to omirror the invigoratin experionce ui b ing

%

courtt up into the werld of a paerm a0 priviles To

ranee frecly, for the momeny, within the zodiac ol an

erect

W Toprosont an upsonolarly reaction

to a pasange o ronche sut of ivs historical ronrsx: and

out of it immoadiate Context in dreyts whole argumenty

ant while @ phrase sych #s sginative enlarvgement

calls confidently for intuitive acsent, it is incorrigibly

vague ant siubjective. Tre moderr critic, schooled on the

PAll notes will be found together at the back of the
F128 N

wvolume, pp.
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affective fallacy, fights shy of such emciive terms.

Perhaps, though, too much scorn has been dJdirected at the

impressionistic tingle up A, E. Housman's spine. He who
rushes in like Botrem, crying, "Masters, I am to

discourse wonders: but ask me not what ...",

is lia*le to reveal only tha. he has been an ass:

never-

theless, in Nis "totromless dieam”, Bottom has been

move:t Ly expeciences of which the level

neaded Theseus

has no notien. Jt is all very well to be megisterially

sensivhle, but when it cames to a scvsing the “story of

the pight’ sochesprore gives the 1as. word noet

Bur to dipge

to Thesous

lunative and poots in a single breath she reminds

¥

thut the lovers! acconnts

ex

howsoerer stragee and admarable”. Mode
she directs His attention from the strangeness

varion

they achieve in thelr oWsm wé

filled night. Tak

mi

of thase transfi,uring gualities of “the story
night™ which make foo its "sirsnge and admirabl

In the Apology Sidney talks of the poet
teachier, % moker and as scer., His wiscussion

thiree aspects of rhe

a conveniert and congeninl ra

enliargement in velation

the i

three 1 alms 0L , the assthetic and th

been variously associsted

with which poerry

The

of

of

"

as

ot

s o nCTivity Seems to me

Lo

vyta. After Lor husband has dismissed lavers,
him
ve "grown" - an admirably
neive wert = 1nto “ometning: of great consiancy,

tly but firmiy

the

sccounts tu the "transfigured” coherence which
ss records of the dream-
;v th.s as a parable for crirics, one

1 hope that the way 1% always open o an examination

the

offoct.1

these

offer

s within which 1o examine

to the

@

sstness of the tepic creates obvious

nUMINouS

diffi-

culties, but 1 hope that my discussion of the Apoiongy

jtself will provide a stable base for the argument.

Ir 1

srtempt st times to make ltarge generalisations it i3 net

because | have any brash confidence in their authority but

it




because it scems ¢ me necessary for a critic at some
stage to attempt In takes a l‘arge view and vo ask himself
what it is that he is about. My argument should be
looked upon as an essai in Montaigne's sense of the term;
for in such matters it would be folly to think that one
can ever finally satisfy oneself or sthere There would
seem to be value though in t.virg to sSve more clearly,
and from what i% perhaps & different perspective, what
must have heer plain to many otiers from the start. As

Shakespenre has it in Troilus nrd Cressidas

Sreculation tamns not to itself
{11l st hath travolled and is mircrored there
Where 1t may sve itself.

(IXIf.iti. 109)

1 do not tor a moment helieve that critical theory

ig an end in irself or of value if it leads one away from

literary works in all their tmmediacy and complexity. The

lines which 1 have just quoted from Troilus and Cressida,

miven a slagi.tl, “diffirent application, would seem to offer
a metho.! tor the literary 'hegrist, a method spelt out in
appropriate terus by Goethe:

There s n sensitive ewmp ricism that ultimately

identifies itself with the object and thereby
becomes genulne theory.
4

Witl, this ideasl in mind I have pursued my argumenr not with
sny hoesry desire (o press towa;ds conclusions but attempring

always to identily  ith tie object. As object I have chosen

for the most part literary works of . English Henalssance,
the versions of Sidney's Arcadia” = . Astrophel and

Stella sequencs being prominent among these; but I have
freely extended ths historical scope on a few occasions,
In considering in turn Stdneyv's discussion of the poet

as tescher, as maker #nd as seer oy strategy has been to
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press eacn of these posgibilities towards wha’t would
seem to be its limits before moving on to suggest haw
a leconci{iation of the various viewpoints might be
&Chiuved.b I only hope that the turns in the arygument

are not too predictable,




SECTION ONE

THE POET AS TEACHER

Ehapter 1

THE FORM  OF GOODNESS

like almost all its

yla defence of poetry has,

Renaissance counterpnrvs, o clear mor&l emphosis. For him

the imaginative enlargement which poetry afiords in libere

ating the o rointo the zodiac of an erevted wit is by no
moend in ity nor is it a state of merely
contesplatise sdelirny, Fatder he omphasises the coercive
' pass 0 tihe worder or admiration which the poei'ls presenta-
tion ol the “palden world” induces, For him poetry should be,
in oone of thwse compoumni erithers which are a trademark of
Bisomtsle, “he prersvisbing”y oand e confesses that even the
old bullad . fevy Chase moved his own mcre then with
i RN ST it the poot moves e AT gues, in
arder to moke us ively embrace chet viptue which is "rio
mORT oxXCellony 1 tang place for @il waorldis de rnins to
ke nis oomd of {11170 Siddriey bornieas e s iZzing
[ Copoetey flrmly o oa mne el Sretaturey e
deviares, olfers a hei SRl e e rietass . DUl 3t dues &0 dn
arder to figmire forcl in e omost comped Licg o aanner the
very "form ot vt b Ml st nraitae of
soer ey d& rhioy rraper e &
o By ow o enter inlo
el g s oo the et L. paner of the ral
mhrvelious Siiney gives cxpresaion to the humanise
Beliel in the Fvilheing Lot cvstnre. Lrois the
Tatindern of bLis srgument that Just & poetry woe tirsg
Lighr to b ance”, drawing Cth crerd
o oan sdmivition of knowledge” (70012 £l poets
eftYertive "bri e i ot Evities™
5
L
- s 4
L
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The

such a vi

envy; for civility itself might seem in question ncw. This

is the pr
Union Dea

Shaw and

What 1 owe

oo

power to

sense of

consoyen
back”., Fo

Temind

which 1o

But he
moGnumer

sbsard in

"Llessed

ting on o bubble, naively optimistic about the

erergy and confidence with which Sidney presents

ew is something we can perhaps only dis.antly

oblem that Robert Lowell confronts in 'For the
. He savs of th:» Civil War monument to Colomnel

his negre soldiers in Boston:

Their wonument sticks like a {'shbone
in the city’s throat.
I's Colunel is as lean
as a compas

—peedle.

1y wrenlike vigilance,
FE AR (R

He |

s rrevhoumits gentl
he seoms ta wince at ploasure,
siel sultovere for priva

! envies is the Colonel's surety, his

i io
Pooaad

in the public cause and the anygry

w1 s deddlcation to an ideal. Yet there is no
41 wo=talgin in Lowellt's regard, for tne so clearly
Je undd su wirtily defines both The cost to a .

mands of

crire ot osunc ctisy everyrbing to the

TEesl wilig wnii the te

pration of that toral  «lf-
sr oworeh “rojoics @ oin omants lovely,/peculiar

crnioame Lite ani die”, All the images point to &

attenuction,and this is seen in part as the

. R : « T
e o of u forced rigidlity vt cannot bend Jit

¢ Lewe!l the fishbooe-like monument is a painful

PR SR S AR T andd mristocratic Boston values
no lenser tecdoo inoa ity where everywhera

gt sepvility

Slides by Gn o grease.

jaw's commitments ne longer viable. What the
srmnds for seems attenuated and there is something

its Breressive 3S5Feriiveness Colonel Shaw seems

bLreak”., The age of monuments has gone:

There are no statues for the last war herej
on Hovle:tarn Street, & commercial photograph

roshi boiling.

shows H

E—




Whit gives Lowell's poetry its stature is the honesty of
his own desperate protest against a civilization in which
no affirmation seems adequiate or possible, and in which

there seens tou be nothing to rodeem "the ditch®,

In dvs vigitance, and in its wincing tautness, however,
Lowellts work proves that the civilities of art survive,

Iv is tin

s ot entirely  anachronistic to begin our genecral

considering t

ey t= c¢laims that the lwiggina-

ay;

tive culargemeny which literature achioves is a matter of

the insri riontl effect of its teaching, But First somoe

things of the conrext wit'tin which Sidney conceived of the

poet as teacher must be orierly sketched in,

ts osrress on the civilizing effect of literature

Sicdne

reflvcts the lircer humanist stress on education and on

tive 1 " The heart of the humanist

rhie pei

view ot is the notion thaat haman dignity depends upon
wmant s foees : netors his condition, or, if that is

not opos- to find a remedy for fortune in

stoye v is thougsht of as capable of fronting

His desriny 1 this wav primarily Wecouse his nature is

apen to partare, Dpoesmus sursued it oup in oa phrases iomir

Wirh o the pragmatical end of

non on

nurture ol oo mirel Chyistion bumanists such as Erasmus

tried above all to avoid whatr they considered the monkish

arnd

1y

oversut sviioolmen, and to make religiou

mery ol dobead Cirewt and e, Thes praded themselves on

with prac ical pilety, and they

replacinT obs

ith theoalosicnl speculaticon and

coree et

phiilos Viosypthesis Lat o with helping men to follew the

dirtares of g v rencon et to accomplish govu works,

Aprinas hoo 4 Por b pre-emirense of the contemplas

tive 1ife:

TE, then the final happiness of con does not
dvantas which are
in pood of the bodyy

copsist in thuse exteriol
called poods of fortune; ne
nar in goods of the soul in its sentient part,
w0y in the intellevtual part in respect of the
moral virtues, per o in the wvirtues o the pra
imielieove, coalled wrroand prudence, it vemiins
that the Tinal bappiness of man consisis an The

soal

contemplation of Lruts‘l.,}

S




In the Apoclogy, by contrast, Sidaey stands firmly by the

practical

directed

Here
had alfis

Sty

for the w
in empha-
resubvin

the drspd

humanitiat

Bl

intellect, declaring tha* all learning is

to

the highest ead of the mistrrss-knowledge,
by the Greeks allead chiiveo which
stands {as 1 think) in the Ciledge [ oa
mosts selfy, din vhe ethic 4 politic cone
pderation, with the end of well-doing and
ot of well-know:ins only. (105: 20)

dney could have been paraphrasing Cicero who

s drobs b officids tiist to be drawn by

To o mora: dutys
;

YR R ;:y".) This shift

ive 1ife is contrary

fierts the deci=ive chnanse In sssumptions

trom othe rerovery of wlassical adeals, and from

aocanent of mertaphy2ics and logic by the udia

ym. I irs turn the New Learning

P

was to be

innsmys
mastery o
the pursuy
producin:
that the

in Sidnay

At drs b
ot class
rational

in the 11

Cirerpts

endorsed

Lerusod ot neslecting decds for words; but

v oegrricnluam invalsed not just the

o famitesd oy oie of scholariy disciplines but

1t ot oA positive ethic: progravme it simed ar
virtuons men and effective citizens, Thus 16 was
pigration of the princes Pyrocles and Musidorus

teo Arce

Prelmded e reading of

tories of wortl Princes, both to move
them to 1o nobly, omd teach them how to do
nohblvy the bemrtie of wvertae #till being

: v sugat thven

the &

Set betare tneng BRI

with far moere dilioent fare, then Gramaticsl

st the real anbject of the humaniscs’ study was

ienl texts amd elepance of siyle but man as a
and ethicsl heing whose aim was to fulfil himself

Seoof Ris sowioety, This active ideal inspirits

wiole discussisg in the Do oyirore, and it is
by ail but th, finsl seotion of Aristotle's

sse works were touchstones and

thiivs,

i,
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Sidne 's regard for the latter can be seen not only in his
borrowing of the term architectonike but also in the

acdmonition which he offered to his younger brother Roberf:

I thinke vou have read Aristotles Ethicks
if you hnive, yvou knowse it is the begyniug,
and foundncion of ull his workes, the good
ende /to’ which everis man doth and ought
to bend his greatest actions. .

. (I11.12%)

Sidney rakea iv rov granted that marts task is to fulfil
himself i ood works, and in the Apclogy he makes it
quite clear that he thinks of education as a preparation

for the ac.ive lite, pithily quoting the Ethics once again

to the offect that "not mosis but pragis must be the

Fruivt {:1
Jt is procisely on tie grounds that the end of all

o=i= but proxis”that Sidney

¢laims the poet as the monarch of all scisnces and poetry

earthly lrarnineg is “not

as the highest torm of learning. In this insistence he goes

beyond mosi ¢lxteenth-century discussions of literature,

and hiis o0 oumont 13 rth recailing in all its wit and
verve, ile¢ first calis tiie compotitors to the bar, providing
delighttull: untlattering yignettes of the philosophers
comins forword "with o sullen gravitvy, as though they could
not ablide vice by daylight', ani of the officious historian

ladern with “muusec-caten records’ but proving Limself in his

sorely "a wond:r to young felks and

portentous
a tyrant oo tobic talkC LI, 1 and 29Y). Having slyly
made use ol the poot's licence to feign things to nis own

~ the -ffensive and proceeds to justafy

ersly, Fid

:
s Yot

riiis fedisning. The poet!s superiority to the historian, he
asserts, Jdepodds upon his greater froedom, The historian,
though he sets forth all the lives of the noble Greeks and
Romons, 1= properly limited to reportage, and cannot be
"liberal of a porfect pattern® (110:1%); for in life even
the virtuous Cato is driven to commit suicide. The poet, on

the other hand, far from being "captived to the truth




of a foolish world® (111:36), can construct his tale so

as to show vice punished and virtue rewarded: he cav. seveal
"the general reason of trings" (107:6) by setting virtue
out in her best colours and by making "Fortune her well-
walting handmaid” (llL:Q&). Sidney invekes Aristotle's
argument that pocotry is superio; to history because of its
great.. unl.orsality, but he is inclined to streoss rather

3 the coercive effect that the poet's representation of
poetic fustice will have, Again, Sidney sees the poet's
superiority to the moral philosopher as lying evern more
Cleariy dn hids obility te move the reader and to make
morality imperative, He argues that tiuths are liable to
*lie dark Lefore the imaginative and Judging power, if they

pe nut iliuminated or figured forth® (10“:3'3). This is

especinlly true ot the buare precepts of the philoscpher

which are aotoriousiy "“hard of utterance and misty to be

conceived” (100:37), The poer, however, offers instead of
precepts a "speuking-picture” whose hearte-ravishing effect
is such as to “strike, pierce L:ni7 possess the sight of

: the soul”™ (107133 and 13). Thus where moral philosophy is .
concerncd with what should bey, and history with what is

or was, poetry creates a unique synthesis: it couples "the
general notion with the particular example® (107:12) in
such a way that precept and example, in becoming one,
achicve a “virtue-breeding delightfulness” (141:21), Hence
it is tha the poer deserves to stand foremost in the ranks
of those .ho “"endeavoeur to take naughtiness away and plant
goodness in the secretost cabinet of our souls™, for it is
he who best "inflometh the mind with the desire to be

worthy ™ {luoi2s and 119:329).

Far from-soundins particularly relevant to the notion
of imaginitive enlargement, Sidney's oxemplary view of art
as something intent on making eoverything into fipured
precepts and on moving the roader to moral betterment clearly
containg elements which might seem narrowly didactic. One

dotects a continuation of thut stern spirit which soved the

i
i




resclutely pragmatic Sir Thomas

both for its moval tes

in horse breeding and &rms, an

denosunte mooieval romances as

# i g

tning which Ascham could find
1ot rhey Twere made in Monast

~ w 2 P
wan o Chapons",y It was with
determinscion ohar the earlier

direct the will

Ly b ot

GrUEL § L

sioby ubhararieriss

The restrictive rather th

Fodoetiea=m is well

Nl on romances

B R SN Aty

tmesitls suoh

cewed wamply

relatd
Foamil it reuptio

the excis

fopte g &

argumes Shey

chiing and for the lessons that it gove

ter ond nold bawdrye". 81

e AL

Elvor to recommend literature

d which Jed Roger Ascham to

condueirve only o "open mans

gniticantly, the =oest demning

to say of

such ro

PECas Was
eries, by idle Monkes, or
a zealously Protesiant

Tudor humanisys insisted thut

ipprovement and moral

v ialorits sorwiiing of

barughit ol as endorsing and

5oand GFlen opp e

s & good deal of Renaissance

an enlarging effect of such
illustraved not ouly in

bBut in whur has been described
of pasteral”, wooreby

as the idea of a Golden Age

a moral platform {rom which
an to the norms ol simplicity,

. course this was net

sunce pastoral. The general

tonder distinguishes

thires X Ty v o

for the Powith

bt ard the

ol s e

e pest ive 90 Lo

bl e .
apolo ny omore th
i 0 omost Engiishow
yroeed e 5 the w of wa

invokes cectice of Virgil
Seontaine and enforme morail d
¥

of mens tebaviour™;

‘ £, W, in no way disdains the

apd Siduey, censcious that this is a

oral which is described us
Satyrival bitternesse”,
reore 1t ives and only Uive

reogersl. Horeover, in

Gy iy N prYesenting @
ses he feel the need Lo
an the “uncouthness® of the

riters felt a seli-conscious

Towly a form., Putternhomg
and rlaims that his eclogues

iseipiine, for the amendment

— -
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place where the "hedge i3 lowest"” for detractors to leap
vver, stands firwuly by his exemplary doctrine and affirms
with greater specificity than Puttenham that Virgil in
the figures of Meliboeus and Tityrus showed respectively
"the misery of people under hard lords or ravening
soldiesrs® and "blessedness ... derived to them that

lie lowest from the goodness of them that sit highest™
(116:147.). Such sententicusness is a stultifying gloss

on the 'First Eclogue' whose mood of tender and haunting

melancholy creates an effect which is, if anything, subtly
mascohistic rather than moral. As the evicted Meliboeus
drives away the flock of goats that used to be the pride
of his farm he leaves the mare fortunate Tityrus behind
him. Ti.yrus is helpless in his regret, and in his parting
gesture tne final image of smuke and shadow creates an
uncanny blending of rtrangquility and uneass which has

nothing whatever to do with ethical imperatives:

Hic tamen hanc mecum poteras requiescere noctem
fronde saper viridj: sunt nobis mitia poma,
castapese mulles ot pressi copia lactis;

et iam sumna prosud villarum culmina fumant
maicresique  cadunt altis e montibus umbrae.

(Yot surcly vou might have rested here as
my puest for this oune night, with green
leavos for your bed? We have ripe apples,
mealy chiesinuts and a good supply of
presse:d chesses. Even now the rooftops of
the farms uver there are sending up their
evening smoke and the shadows of the
mountain crests are falling further out,}

10

Hig: seriousness is clearly inimical to ithe indulgence of
a nostalgia which is justified only by its own exyuisite
poignancy.

In fairness to Sidney, the didactic strain in the
Agologv must bhe seen partly as the consequence of his
determination to defend poetry in the face of virulent
Puritan attacks, and partly as an inevitable reflection

of the literary climate of the early 1580's when the
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Apology was written, The Apology is finally, despite ita
didactic element, so exuberant and confident a work that
it is easy to forget trat it largely anticipated the

flowering of Elizabethan courtly literature. Sidney was
writingz at a time when he felt few coirtewmporaries other

than Spuonser to have "poetical sinews in then” (135:31),

and he was alble to hold up as the best examples of English
literature since Chaucer only such 'ieavily moralistic works

af the previous generaticn as A Mirror for Magistra®es and

Gorboduc.

Given the modern hostilitv to anything that suggests
overt moralizing, it might be salutary to fcllow the lead
given by critics such as Yvor winters and J.V. Cunningham
anc briefly remark on the moving power of the "moral” or
plain style which was 50 much the staple poetic fare at the
time when the Apolosyv was wrictcn.il Cunningham himself
following stanza from Tichbourne's 'Elegy’

both in the blunt

singles out the
of 1586 as characteristic of this style,
deliberateness of its rhetoric, which at once disdains and
is incapable of inyratiation, and in its straightforward

yet sturdy moral directnesss

1 sought my death and found it in my womb,

1 lovoked for life and saw it was a shado,

1 trod the earth and knew it was my tomb,

And now 1 die, ond now I was but made.

My glass is 1ull, ond now my glass is run

And now I live, and now my life is done.
12

Monosyllabic severity, repetitive syntax and unvaried
placing of the caesura within the heavily iambic lines give
the verse an unremitting thrust., This handling of the style
allows neither self-pity nor evasion, and the bitterness and
regret are held fi-mly in check, Nothing, said Dr Johnson,
s0 concentrates a man's mind as the imminent prospect of
hanging, and Tichbourne had avaiiable to him a style which

allowed him, in a perhaps unwonted concentration of mind, to




achieve one poem of memorable sSternness.

But what makes for strength in the style also tends
to set a limit upon its possibilities, It thrives on
“complaint® and on the expression of gontemptus mundi, but
it does not readily lend itself to celesration or affirmaw
tion, or to the subtle analysis of comnlex feelings: when
it aspires to moods where severity is inappropriate the
effect is freyuently of flatness or ineptitude. At its
best the most striking effects which the stylas achieves
are the product of bold contrasts, Sackville's description
of the Duke o3 Puckingham; met in Hell and re-living his

execution,is remarkable in this respect:

And with these words, as if the axe ev'n there
Dismembered his nead and corpse apart,

Dead fell he d wn: and we in woeful fear

Stood 'mared waon he would to life revert:

But -+ cudly griefs still grew about his heari,

That still he lay, sometime reviv'd with pain,
And with a sigh becoming dead again.
Midnight w.s come, and every vital thing
With sweet sound sleep their weary limbs did rest,
The beasts were still, the little birds that sing,
Now swectly slept beside their mother's breast,
The old and all well shrouded in their nest:

The waters calag Lwo#ruel seas did cease,
The woods, the fields, and all things held their
peace,

The polden stars were whirl'd amid theur race,
And on the earth did with their twinkling light,
When each thing nestled in his resting place,
Forpat davfs pain with pleasure of the night:
The hare had not the gready hounds in sight,

The fearful deer of death stood not in doubt,

The partridge drept not of the falcon's foot.
13

After this passage the poem moves on for some twenty
gruesoms stanzas to describe how Buckingham, Sisyphus-like,
re-enacts hir death: he twitches in constant rage at the
memory of tne wretch who betrayed him, and ke ever and

again revives to curse him. The description of midnight
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creates a solemn hush which is interposed between the
fearsomeness of Buckingham's re-enacted death and the horrors
of his ensuirg tirade, and the poignancy of this contrast
lifts the poem to a new height of imaginative apprehension.
Yet even the contrast provides no relief, for the interposed
stanzas throb painiully with a sense of tne cruelty of life:
they offer a fragile vision of the momentary peace which
would seem the best to hope for of a brutal existence. Not
achieved ~alm but an almost desperate yearning for rest and
extinction is implied by details such aa "the cruel seas did

cease”,

It is significant that in moods of sombreness later
Elizabothans tended to fall back upon the plain style, as
Sidney himselfl did in 'Leave me o love', A poem such as
Raleizh's 'The Passionate Man's Pilgrimage?, which like
Tichbourne's 'Elegy'! is supposed to have been written in the
Tower while the poet was awaiting execution, illustrates that
the furthest development of the moral! style discovers the
ability to move the mind with great power, Near the end of the
poem's reverie, for example, the speaker envisages his

execution in unforgettable lines:

Seeing my flesh must die so soon,

And want a head to dine next noon,

Just at the stroke when my veins start and spread,
Set on my soul an everlasting head.

Here the plain style has been enlivened by a wit that in no
way cheapens the seriousncss but atlows it a wider coniext
of feeling. The almost grotesque understatement of the first
two lines holds back the enormity of what is being envisaged,
but the anguisn of "so soon™ fights against the attemrt to
Xeep some grip on normality and %t generates in the .ines a
feeling of unease that rocks upon the syntactically un-
completed couplet. Consequently, when "start and spread®
provides its vivid realisation of the brutality of the axe
blow, long anticipated yet now only convulsingly known, the

precision of the perception - as sharp as wit - takes one's




breath away, though it comes also as u relief for what
was most dreaded has been named, The change from a line
with four metrical feet to one with five heralds a
confident new movement towards the final triumphant
affirmation and the verse spreads gratefully into the
surety of the imperative verb, finds even further
assurance in the balance of "my soul" against the earlier
*my flesh™, and achieves full poise in the stabilizing

polysyllables of “"an everlasting head”.

Such lines, and tiie Buckingham passage, indicate in
littie that it is hardly possible to over-emphasise the
strength which much of the greatest writing of the English
Renalssance derived from the $ternness of its moral
aspirations. At the same time it is noteworthy that the
moral sivle, pushed to its limits, moves well beyond the
provision of precepts to a confrontation of the moment of
death, and it measures the whole offect of self-examination
and of active endeavour against the impotence which
threatens the conecious will when it apprehends its own
defeat, This 15 a point to which we will return, but for

the moment the important point to make is that the sombre

and clhizstened restraint which is characteristic of the
morcl style is not the tone which characterises Sidney's
style and vision in the Apolopy and in the bulk of his
creative work, Nor is it the centrar characteristic of

the pericd ushered in by The Shepheardes Calender and the

Apolosy. In o, 8. Lewi='s suggestive but less than com-

pletely satisfyang term:, in the 1530ts and 1590%s "drab®

gives precelonce v "golden™, and & heightened responsive-

ness to ideal forms Lecomes dominant in style, in content

and in moral tone.

Xext to Ascham's comment on the romances oneg might

put Sidney's remirks on the Amadis de Gaule:

Truly, I have known men, that even with
reading Amardis de Ganle (which God knoweth
wanteth much of « vorfect poesy} have found
their hearts moved to the exercise of
ccurtesy, liberality, and especially courage.
{115%:9).
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Jor Sidney, active virtue fo.gets prugmatic propriety and
it lives in terms of its appeal to the generous expansive~
ness of men's responses to what is brave and free in "the

form of goodness”,

For Sidney, as for all the luter sixteenth-century
humanist defenders of poetry who gratefully reflected the
opinion of Horace, the epic was the nighest literary form;
and the most obvious way in which Sidney thinks of the
moral marvellous as manifesting itself is in coercive images
of heroic virtue. He says of the epic, or "hernicall”, that
its very name "should daunt all backbiters” (119:12), and
he asserts that it is the glory of the poets to have
revealvu wisdom and temperance in Ulysses and Diomedes,
valour in Achilles; and friendship in Xisus and Euryalus,
all “in their own natural seats laid to the view” (108:16Y,
In almost identica! terms Spenser declares in his famous
letter to Raleigh that his main concern in The Faerie Queene
is "the profit of the ensample®, and he cites th- long 1 1e

of "antiuue Poets historicall" whe have inspired him:

First Hcmere, who in the persons of Agamemmon
and Ulysses hath ensampled a good gouernour
and a vertuous man ,.. then Virgil whoss like
intenticn was to doe in the person of Aencas:
arter him Ariosto ... and lately Tasso ...
(Portical Works, p.4u7)

Tasso himself, in elaborating the theory of the epic poem

in the ¢ix books of his Discorsi del Poeme Ercica, fills

out the picture by inristing that the special aim of epir

is to inspire majaviplias or admivation, that heart=ravishing
effect «hich Sidney had cluimed as the prerogative of the
poetts “"speaking picture”.

From awuitious vorks written in the shadow of this
epic tradition o the flood of new and reprinted medisval
romances which were courned nut cheaply as chapbooks for

popular conaumption,l/ Elizabethan literature is full of




For Sidney, active virtue forgets pragmatic propriety and
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humanist defenders of poatry who gratefully reflected the
opiQXOn of Horace, the epi~ was the highast 'iterary form;
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is "the profit of the ensample”, and he cites the long line

of "antique Poets historicall" wno have inspired him:
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Tasgso himself, in elaborating the theory of the epiq poem
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in the six books of his Lisco:si del Poeme Eroica, fills

out the picture by insisting that the special aim of epic
is to inspire maraviglia or admiration, thei heart-ravishing
effect which 3i'ney had claimed as the prerogative of the
poetts “"speaking picture”.

From ami itious works written in the shadow of this
epic tradition to the flood of new and reprinted medieval
romances which were churned out cheaply as chapbooks for

popular conﬁumption,l/ Elizabethan literature is full of




representations of "the eternal brood of gloury excellent®,
Each exemplary hero cculd be offered, as Douglas Bush
reminds us, in the full confidence that he reflected "the

megnified projection of a socially accepted ideal".18

This is
a very important point, but it was more than the secure
sense of shared and reinforced moral assumptions that made
exemplary heroes, from the knights of Faerie to Pamela at
her embroidery, compelling to the imagination. There was in
the Elizabethan conception of virtue itself an expansive and
mzgnanimous guality that helped *o¢ make the exemplary hero

a figuvre inepiring admirition and the desire to emulate.

Sidney says of the epic that it "makecth magnanimity and
justice shine throughout all misty fearfulness and foggy
desires” (119:18). Likewise, when Spenser, in the 'Dedicatory
Sonret to th» Earl of Cumberland', describes the effect that
he intends The Faerie Qurene to have on its readers he

annc.ances it as his wish that the

ese braue ensample of long passed daijes,
In which trew honor yee may fashioned see,
To like lesire of honor may ye raise

And fill vour mind with magnanimitee.

(Poetical Works, p.lll)

Each stresses that idea of magnanimity which is derived from
Aristotle's praise of "high-mindodness”. In essence the idea
points to a quality of outgoingness and fortitude; it is the
opposite of accidie or of that wanhope which skulkz in on
itself, S$Sir Thomas Elyor brings cut its essential quality

in @ discussion in the fourteenth chapter of the Third Book

of The Governor

It seemeth that magnanimity or good courage is,
as it were, the garment of virtue, wherewith she
is set out (as I might say) to the uttermost.

I mean not that thereby virtue is amended, or
made more beauteous, which of herself is perfect,
but likewise as a lady of excellent beauty,
though that she be always fair, yet a rich and
fresh garment declareth her estate, and causeth
her the more to be looked un, and thereby her
natural beuauty to be the better perceived.
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representations of "the eternal brood of glory exceilent®,
Each exemplary hero could be offered, as Douglas Bush
reminds us, in the full confidence that he reflected "the
magnified projection of & socially accepted ideal".18 This is
a very important point, but it was more than the sscure
sense of shared and reinforced moral assumptions that made
exemplary heroes, from the knights of Faerie to Pamela at
her embroidery, compelling to the imagination. There was in
the Elizabethan conception of virrue itself an expansive and
magnanimous quality that helped to make the exemplary hero

a figure inspiring admiration and the desire to emulate.

Sidney says of the epic that it "maketh magnanimity and
justice shine throughout all misty fearfulness and frggy
desires" (119:18). Likewisec, when Spenser, in the ‘'Dedicatory
Sonnet to the Earl of Cumberland', describes the effect that
he intends The Faerie Gurene to bave on its readers he

announces it as his wish that t'e

braue ensample of long passed daies,
In which {rew honor yee may fashioned sec,
To like desirve of honor may ye raise

And fill your mind with magnanimitee.

{Poctical Works, p.4ll)

Each stresses that idesn of magnanim! y which is derived from
Aristotle's praise of "high-mindedne s". In essence the idea
points to a quality of outgoingness aad fortitude; it is the

opposite of accitie or of that wanhope which skulks in on

ftsel . Sir Thomas Elyot brings out its essential quality
in a discussion in the fourteenth chapter of the Third Book

of The Gover
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It seemeth that magnanimity or good courage 1is,
as it werr, the garment of virtue, wherewith she
is set out (as I might say) to ine uttermost.

I mean not that thereby virtue is amended, or
made more beauteous, which of herself is perfect,
but likewise as a lady of excellent beauty,
though that she be always fair, yet & rich and
fresh garment declareth her estate, and causeth
her the more to be looked on, and thereby her
natural beauty to be the better perceived.
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Semblably doth magnanimity, joined with any

virtue, set it wonderfully forth to be

beholden, and (as I might say) marveiled at,
19

This is prosily put; by the later Elizabethars it was
enthusiastically conceived that just as epic raises iife
to a more expansive splendour and magnitude, so magnanim-
ity completes virtue, "set(ting) it wonderfully forth

to be heholden®, and giving it the compelling authority

of a large and decisive gesture.

The conception of magnanimity points one beyond epic
works such as The Faerie Queene and the Aycadia. For the
writers of the English Renaissance virtue is scarcely
conceivable except as set off by magnanimity, and
Shakespeare, no less than Milton, disdains a shy and
cloistered virtue. As the Duke puts it in Measure for

Measure:

+ve if our virtues
Did not go forth of us, 'twere all alike
As if we bad them not. (1. i.32)

It is significant tnat even Prospero's renunciation is
projected in terms of the positive decision to break his
staff and drown h.s book "deeper than did ever plummet

sound® {V.i.56) - actions characterised by hyperbole and

ritual display. And even Cordelia's deniai in the face of
! ar's demand thas she reckon her love is given the
quality of o splendid gesture; her rhetoric of silence
comes as the expected and necessary climax of the opening
scene, and it sweeps aside falsity and calculation with

a fine suthority.

The cutpoing quality of the goodness that the great
Elizabethan writers desire art to celebrate gives a
particular appropriateness to Sidney's defence of art as
a heart-ravishing inspiration, It is because the magnan-
imous example is "braue” and full of vitality that it is

especially likely to fill the mind with admiration, and
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to energize the will. And many a will was indeed energized.,

When Sicney refused the famous cup of water at Zutphen,

or when he took off his thigh-pieces at the fateful battle

80 that he should not have the advantage over an older man,

he was acting like the hero of one of his own romances;

and when Charles I did nothing lowly or mean upon the

scaffold it was at least in part because he had in mind the

noble words of Pamela's priyer from the Arcadia, and perhaps

also the speech of Pyrocles condemned to death:

Wee have lived and have lived to bee good
to ourselves, and others, our sow.es which

are putt into *he sturring earthe of our

bodyes have atcheved the causes of theyre

hether coming, they have knowne and honoured
with knowledge the rause of theyre Creation:
And for many men (for in this tyme place and

Fortune vt ys lawfull for us to speake

gloriusly) yt huthe been behovefull that wee

shoulde live, (v 354)

The virtue which 3idney celebrates was magnanimous not

only in its heroic energy but also in the grace and

generosity of its ideals. Consider, for example, Sidney's

description, near the start of the revised Arcadia,

Kalendar's house:

of

The house it selfe was built of faire and strong
stone, not affecting so much any exiraordinarie
Kkinde of finenes, as an honorable representing
of a firme staterlines, The lightes, doores and
staires, rather directed te the use of the guest,
then to the eve of the Artificer: and yet as

the one cheefly heeded, so the other not neglected;

each place handsome without curiositie, and

homely without lothsomnes: not so daintie as not
to be trode on, nor yet slubberd up with gond
felowshippe: all more lasting then beautifull,
but that the consideration of the axceeding
lastingnesse made the eye beleeve it was exX-
ceeding beautifull. The sorvants not so many

in number, as cleanlie in apparell, and service-

able in bel

aviour, testidying even in their

(ountenaunces, that their maister tooke as well
care to be served, as of them that did serve.

(1.15)




The passage clearly sets out to instruct the reader by
affirming a generously conceived moral norm, Yet despite
the highly mannered formality so characteristic of the
revised Arcadia Sidney achieves an effect of plain sensible~
~ess that is anything but stern and didactic. Persuasiveness
is no more affected in the language of the passage than in
the house, and what would seem to be a colloquial phrase,
"slubbered up", is used with complete naturalness to
convey its quiet contempt. Far from creating a sense of
discontinuity, as is so often the case in euphuistic prose,
the antithetical clauses build up with a wonderful firmness
and clarity, and they act as the vehicle of a series of
fine discriminations, For the reader, the effect is of
sharing in a set of lucid judgments which do not seem in
any way stiff or externs! because they are continunusly
grounded in concrete observations and have the warmth and
authority that goes with intimate perceptions. Sidney knows,
one feels, for it is the implication of the comments, that
servants are prone to £kulking malice or concealed resentment
of their office, particularly when they feel themselves to
be either hired or harried and when they have nothing to do
but parade like peacocks in their livery. By creating the
sense of a personality behind the lines such unspoken aware-
nesses enliven the dualitications and distinctions, and
give force to the maxims, Similarly, the perception that
"good fellowshippe" can be as oppressive as fastidiousgness
gives pertinency to the idea of the rational mean which is
central to ithe passage. This idea is enshrined in the notion
of ceremony, and the reader is made to feel on the pulse
that ceremony has value, not in itself, but as an ordering
and refining ritual, By ensuring respect in those that serve
and humanity in those that are served ii constitutes a
liberating discipline., Sidney says elsewhere of the relation~
ship between Pyrocles and Philoclea that,

the respect borne bredde due ceremonies; but

the affection shined so through them, that
the ceremonie seemes not Ceremonious (1 96)

pr— ——
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and the passage in hand well illustrates the way in which
ceremony ias both the natural consequence and the safeguard
of right feeling. As Yeats was to put it, only out of
*custom and ceromgny“ in human relationships are "innocence

and beauty” born.*o

It should be clear that Sidney's description of
Kalendar's house implies an ideal of political as well as
of social order. Like Plato and Aristotle, Sidney believed
that the function of the good ruler was to create those
conditions in which the good life and individual happiness
became possible. The yualities of firm but unostentatious
gocd sense which make for order and prosperity in the running
of a Great House are equally those that make for order
in the governing of a state; and it is no surprise to find
the last sentence of Sidney's description echoed in a

comment on the exemplary rules, Euarchus:

Lﬁg? vertuouslie and wisely acknowledging,
that he with his people made all but one
politike bodie, whereof himselfe was the
head; even so cared tor them as he woulde
for his owne limmes, (1.187

Euarchus, no less than Amphialas of whom the comment that

follows is made, has learned the lesson that,

in the Arte of min / Land37 the quintessenie,
and ruling shill of all prosperous government,
either peaceable, or milicary.

(1. 373)

To sprak condescendingly of didactieism in relation to
the emblematic presentation of these ideals in the

pudarts house is to be less than civil,

description of K=a
Sidney provides anyrhing but pasteurised precepts, and
Rosemond Tuvels claim that for the Elizabethans the pout's
Yteaching”™ was a matter of "showing & hitherto unperceived
rationally apprehensible orrier"21 would seem to apply

with justice to Sidney's best practice. It applies too to
Sidney'!s argument in the Apoloegy that learning is
accomplished through an "enobling of judgment, and en-

larging of conceit” (10&:3). These last phrases




precisely describe the means by which, in the passage

we have just considered, he produces a sense of imagina-
ive insight and enlargement and leads the reader to

a "judicial comprehending™ (107:28) of an ideal which

has been realized in human terms.

The ideal which $Sidney presents was by no means new
to English literature. A passage from Ascham's Toxopnilus,
written almost forty years before the Arcadia, shows the
extent to which Sidney'!s views were based upon common~

places of optimistic humanist thought. Ascham had said:

In buyldynge a house, in makynge a shyppe,
every parte the more hanscomely they be
joyned for profyt and laste, the more
cumlye they be fashioned to every mans
syght and eye, Nature it selfe taught men
to joyne alwayes welfavourednesse with
profytablenesse. As in man, that joynt
or pece which is by anve chaunce deprived
of hys cumlynesse the same is also debarred
of hys use and profytablenesse. (English Works,
p.99)
22

Put what is new in Sidney is the confidence with which
such views are expressed and the imaginative reach
whereby they are made the basis for a total and affirma-
tive vision of society and of human relationships. Clearly

¢n at all why moral earnestness should

there i 1 res
be asscciated with eirther primness or narrow sobriety.
These puritans who agitated fovr the closing of the

thieatres e “resented a prudent morality which thrived on
restraints d denials, but Sidney's celebration of the
moving quality of th: moral marvellous was activated by a
more magnanimous spirit. It sanctioned a morality of

perfected feeling rather than a morality of the will.

For both Sidney and Ascham morality was "comely"
(80 much more appropriately English a word than
"peautiful"}; and behind the attempt to see "virtue it
selfe 1337 nothynge eles but cumlynnsse”23 lay not only
Aristotle, Cicero and the civic humanist stress on

education and effort but alsc the Platonic and Christian
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affirmation that the Creation itself w=s ploquent of the
rational and comely order of Being. Cowming together, these
two sets of beliefs fed a dream that grace and effnrt
could be one. Sidney knew intimately Castiglione's famous
mediation of this idea in The Courtier, and especially in
the Fourth Book where Bembo establishes love as the rotive
and principle of all things, and where he urges his
listeners to ponder the order of God's henuive rk and to

wonder at its beauty:

Behioulde the state of this great Inginn of
the world, which God created for the helth
and proservation of every thing that was

made,
hes enly 1
Earth nvi
uphiclde wy
the sonn,
to the who
to the low
and lit.e
the Maone,
accordinge
farther fr
that diver
The e thin
force Ly 1t
necessaril

L.aven rounde besett with so maay
isghtes: and in the middle, the
runed wyvth the Elementes, and
th the verye waight of 1t selfe:
tiiat copassinge about giveth lighi
11, and in winter scason draweth
eymost signe, afterwar:l vy litle
climrth ajain to the other part:
that of him taketh her light,
as she draweth nigh, or goith
om him: and the other five sterres,
51y kKeepe the very same course. .
g% emone them selves have such
he Knitting together of an order sc
ve framed, that with altering them

any one jott, they should be all lewsed, and
the world would decave, They have alro such
beawiie and comeline se, that all the wittes
men have, c&n not imagin a ro-e beawtifull
matter. Thinke nowe of the shape of man, which
may be called & litle world: in whom every
perecll of his body is seene to be necessarily
fraaed by art and not by happ, and then the
fourme all together most beawtifull, %o that
it were 3 horde matter to judpe, whether the
members, as the eves, the nose, the mouth,
the eares, the armes, the bra-t and in like
marier the other partes: give eyether more
profit to the countenance and the rest of the
body, or comelinesse ... Beeside other thinges
therefore, i1t giverh a great praise to the
world, in saiyinge, the beawtifull heaven,
beaw:ifull earth, beawtifull sea, beawtifull
Citirs, bouwiitfull Churches, houses armies. In
conclusion this comelye and holve beawtie is
a wonderous settinge out of everie thinge.

(Castigiione, p.3c4)
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With its elements mixed in different proportions,

this affirmation of the comely and rativaal order of

things inspired writers as different in emphasis as
Hnroker and Castiglione, and it must be recognised as the
most powerful and sustaining myth of Renaissance humanism,
It was with passages such as Bembo's oration in mind that
Walter Pater tried to define the Renaissance itself as
*a many-sided yet united movement, in which the love of the
things of the intellect and the imagination for their own
sake, the desire for a more liberal and comely way of
conceiving life, made themselves fe}t."z For xll its
oversimplification, and for all its attempt to provide an
end-stopped aesthetic interpretation of Renaissance
aspirations, such a commcnt does provide a useful rveminder
that the compelling presentation of a civilized ideal in
Renaissance literature can not be thought of in narrowly
conceived ethical terms, Wherever one looks during the
period one finds not only artistic but social, educational
and moral ideals imbued with the principles of grace and
harmony which Christianity, Neoplatonism and the renewed
understanding of the clessical spirit had all in their
various wave helped to sanction, Huizinga has rightly
pointed out that 1he aspiration to realize a dream of
beauty in the forms of social life is much older than the
Italian quanrnconto,:5 Lut .t had never before been
sustained by so complex a range of sanctions, Castiglione,

in his description of what Yeats called,

That grammar school of courtesies
Where wit 4 beauty learned taeir trade
Upon Urbino®s windy hill

e

did not aveid elements of triviality; and at times a8 note
close to cwiicism intrudes into his presentation. But he
spoke 1o deeply humen impulses in attempting to raise grace
and sprezyatura to the highest level of value, and in
attempring to give to life jtself somethis 7 of the cumeli-
ness and order ~f a work of art., It is by no smeans a
contemptible aspivation that in the rootedness of achieved

civility 1life might confront us with,
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No businesas but dispensir ‘cund
Her magnanimity of sound.
27

As Yeats rightly divined, the dream of comely «rder
can hardly be separated from the dream of plenitude.
Sidney himself precedes his description of Kalenuer's
house by an account of the fertility and good husbandry
that characterize Arcadia, and Ben Jonson affirma in his
praise of Penshurst that Sidney, and his brsther Robert
after him, in realizing the ceremonious ideal in their own
house and its dependent community, ensured the fecundity

of the communai life:

The blushing apricet, and woolly peach

Hang on thy walls, .hat every child may reach.

And though thy walls be of the countrey stone,

They %are rear'd with no mans ruine, no mans grone,
There's none, that dwell about themywish them downe;
But all come in, the farmer, and the clowne:

And no-one empty-handed, to salute

Thy lord, and lady, though they have no sute.

Some bring a capon, some a rurall cake,

Some nuts, some apples; some that thinke they make
The better chuescs, bring 'hem; or else send

By their ripe daughter whom they would comnend
This way to¢ husbands; and whose baskets beare

An emblems of themselves, in plum, or peare ...

28

Here affection is so clroarly seen to "shine through” respect
that the very simplest actions and motives are raised to

the dignity of & ritual celebiation; a celebration of the
fruitfulness of 1ife itself, no less than of the com-unal
ordey which allows it to thrive, The ideal of an organic
community in Elizabethan times was not the invention of {.e
Scrutiny critics, but a contemporary ideal, and one

¢ weived with great imaginative vigour. It was also a long-
lasting ideal. Keeping even to the narrow focus of the
passages we have considered it is easy to see that the values
expressed in the description »f Kalendar's house and of
Penshurst were to inspire s long tradition of "country house

poems" continuing at least to Pope's treatment of
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Times and hie vitia in the *Epistle to Burlington'. where
Bross excesas are still measured against the plenteous

vizion of “"laughing Ceres” reassuming the land and of

naturs exultiing again in its true comeliness.zg
Ultimately, as the stress on ceremony and respect

suggests, the ideal of gracious fecundity was related *o

the belief in what Lovejoy describes as "the necessary
plenitude and continuity of the chain of beings“.’o With
one part »f themselves the Elizabethans felt that the
order of nature was fallen and inalienably separate from
the order of grace; with another part of their being they
t rejoiced in the idea of nature as a ceremonial satival in
which all created things were "illustrious with being'.jl
Some felt like Sidney that plenitude was to be experienced
most acr tely in a nature transformed and made gulden oy

i art, others, like Shakespeare, seemed more immediately

responsive to the variety and vitality of things, but few

were untourhed by the feeling for plonitude.

The quality of magnanimity was related to the dream

of comelinezs by the principle of decorum, and to the dream
of plenitude by the element of lavish generosity inlerent
in magnznimity itself. But agmin, ir a fallen world,
ambivalent feclings attended upon th' vitality of the
magnanimous man. The very confidence that characterises the
magnanimous spirit may be unfeunded or vulnerable, as the
prime case of Othello illustrates; and it is in the ironic
context of Pyrocles! helplessness at a moment when he is
deprived of his sword and surprised in an act of dishonour

that Sidney comments in the Old Arcadia that "Confidence in

ones sel® ys the Cheef Nurse of truce Magnnnimity"(lV.B?O).
Moreover, the element of recklessness in magnanimity that
makes it generous makes it also prone to the excesses of the
energies that it should nusband. At the centre of the vision
of socicty in Shakespeare's main cycle of history plays

lies the image of the garden that has been allowed to become

rank, and in the triumphant climatic scene of Hemry V




Burgundy still keeps before us the horror of a plenty

Tcorrvpting in its own fertility™:

The even mead, that erst brought sweetly forth
The freckled cowslip, burnet, and green clover,
Wanting the scythe, all uncorrected, rank,
Conceives by idleness, and rothing teems

But hateful docks, rough thistles, kecksies, burrs,
Lasing both beauty and utilicty.
(V.ii.u8)
Order and propey plenitude depend upon each other; and if

eitiiny is abused "the rose and bloom of the fair state”

can find himself almost suffocated in the "unweeded garden®

of a Denmark possessed by "things rank and grass in nature

merely”. Always, as John Peale Bishop puts it in appropri=-

ately symbolic terms, and with a memory of Shakespeare's

reference in his twenty-third scnnet to "the perfect

ceremony cf love's rite",
must be {ound
Desdemona to the huge Mooyr

"the ceremony
That will wed

"'32

But, inasmuch as magnanimity points to the possibility of a

gensrosity of spirit, »r even to the largeness of vitality

without which such generosity is not possible, it operates

in 3hakespeare almest a- a value in itself,

Shakespeare has a terrifying vision of the power of

evil, but it is sipgnificant that when he wants to portray

the most active principle of evil at work he deprives

characiers surh as Regan and Goneril or Iago of all vital

Regan is in her atrire, but she and her

self

impuls. < Forgenus

sister serve the and its ultimately destructive

appetites with the withering culeulation of heings who have
wilfully themselves from their "material sap”
(sv.ii.035).
positive desires, seems finally to embody only the ruthless

disbranched

and the very default of any convineing

Tago, by

principle of negation itseif. A sillain 1i' 2 Edmund who does

have an almost engaging vitality ends by submitting to the
compunctuous visiting of a better nature than the amcral
energy which he named as his goddess, Similarly the power
which Lady Macbeth momentarily achieves by a willed perver=
in insanity, and Macbeth's

sion of her nature collapses

vt
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equivocal assertiveness is related all along to the deep
intaition that he is cutting himself off from the truly

vital powers of life and renewal.

The desirc to believe that ther. is something potenw
tially magnari.ous in the vitality of life itself asserts it
self as strongly in Shakespeare #s his fear ol uutability
and apr2tite, and it is not muted by his awareness of the
inevitable defeat of individual vitality. Indeed the two
impulses of fear ard desire can I'e 3een as complementary for,
in Wallace Stevens's words, "Death is the mother of bcauty".
Given time; I would have liked to argue at Iength :that
images of vitality can be taken as the most trustworthy
pointers %o Shakespeare's intentions in those places where
interpretation has most diverged or foundered. The critic
of Shakespeare's history plays can not disregard Vernon's
description of the young Prince Hal mounting for battle in
all his panoply and "gorgeous as the sun at midsummer”.(IV,

21.102). The critic of Measure for Measure must note, when

Lucio says of {laudio and Julietta,

Gour brother and his lover have embraced;
As those that feed grow full, as blossoming time
That from the seedness the bare fallow brings

To teeming tojson, even so her plenteous woub
Expresseth his full tilth and husbandry ...

(1.iv.h0)

that though the image of feeding implies a judgment on the
lovers the images of natural foison imply a more serious
judgment on the repressive morality of Isabella and Angelo,
and even on the Duke of dark corners who never manages to
convince us that iie has been touched by "the dribbling dart”
(I.iii.2) of love. Similarly, the stress on "breed” vhich
some commentators find puzzling in the first set of sonnets
addressed to the voung man reveals its significance when
seen as helping to c=tab ish an ideal of generosity and
outgoing vitality, in the light of which both his selfishness

and the poet's lustful relationship with the dack lady are




ultimately to be judged, The instinct which moves one
expansively to "praise the deep vermilion 1in the rose™ and
to "wonder at the lily's white” forbids one to be
"contracted” to one's own bright eyes; and "lends additional
horror to the barren act «f squandering the genial spirit "in

34

a waste of shame®.

A rolated sense of love as an outgoing and regenerative

vitality which, in Berowne's words,

Lives not alone immured in the brain:
But, with the motion nf all elements,
Courses as swift as tiought in every power,
And gives to every power a double power ...

{IV.iii.528)

sustai = all Shakespeare's comedie’s and rumances for, as we
would expecrt, the dream of plenitude finds its surest human

ground in the experience of love. Geoffrey Bush has a fine

summing up of the impression that the comedias create:

To be curselves, in the vision of comedy,

is to realise a perfect idea of ourselves,

and return ta our origanal natural goodness,
The Forest of Arden, in As you Like It, is
like the golden world; it is a natural
persuasion that leads us first to be ourselves
and then, in the happy notion of comedy, to
one another,

35

With an impulsive extravagince that is entirely unsentimental,
for mockery of any affected or inflated claims is one of

the main sources of their energy, the comedies bring Jack to
Jill and almost the whole company to the marriage dance.

Anc in the romances love s still the great persuader,
prompting Flerizel, for example, to the astonishing and strange
excitement of discovering that perfection can Y e. mOve still,

still $o0 ..." (IV.iii.142), in the ordered grace which

endows all Perdita's "present deeds” th the single and

abiding harmony of song.
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In Donne too, despite the pervasive Ovidian influence
whichi encourages him to think of love as a game plzyed out
against a witty and corrupt urban background, and despite
the anxieties of his temperament, the best lyrics struggle
to achieve or to sustain a restinrg place in which lovers
need not watch one anot'ier "out of fear” and where love
may be known as a joyful and generous celeuration. In some
ways Donne is least like himself and most like 2 memory
of Shakespears when he expresses the hope that in his
loving, “No winter shall abate the spring's increase"
(tLove's Growth'!)., But at his most Donne-like too he
struggles to think of love as "a growing”. In what is
perhaps the greatest noment of his poetry, when he is aione
in the desolation of St Lucies?! midnight, he thinks
suddenly of the sun as having gone to fetch new lust, and
in enjoining other lovers to enjoy their "Summer all™ he

heralds his own renewal.

Ultrimately, of course, as wec are reminded by the

provenance of Berowne's eulogy on the educative power of

love, aml by rne symbolic significance of St Lucies' night
as the turning point of the year, the sense of a redeeming
force in vital impulses was more than instinctive. The
Elizabethan writers inberited it from a literary tradition
incalculably suffused with a feeling for the soults delight
in the plenitude of creatvion and a belief in the creative
power of love, a tradition inspirited by both Platounism

and ircarnational Christianity. But the rcots of this
feeling are no more to be finally unravelled in the Eliza-
bethans than in Chaucer who felt so strongly the power of
renewal in 1ife that "pricks” ments hearts and sends them
on pilgrimages, and that brings forth out of the old fTields

N 3¢
“all this newe corn from yer to yer”. ?

Among the Elizabetlans Spenser made the most sustained
effort to provide an eaplicit, doctrinal context for such
jntuiticns, In propusing to himself the task of fashioning

"a gentleman or noble person in vertuous and gentle

s
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discipline™ he chose to build his epic around the portrait
of Arthur, who was to embody that central moral quality

of "magnificence” which Spenser describes as "the
perfection of all the rest®, Magnificence had been defined
by Cicero, in a passage that was a Renaissance locus
classicus, as "the contemplation and execution of great

and sublimo prcjects with a certain grandeur and magnifi-
cence of 1mag£nation".37 Again, magnificence and
magnanimity, as reiated "parts” of fortitude in the aaatomy
of virtues which the Renaissance inherited from the

Middle Ages, shared the idea of something splendidly set
out, But Rosemond Tuve has shown that Arthurt's magnificence
goes beyond such secular conceptions. Spenser imagines
magnificence in Christian terms: for him it is the quality
which perfects all the other virtues by bringing them to

a state of completensss through the workings of Grace.
Magnanimity, when completed by magnificence in this sense,
is purged of any element of pride or reckless self-regard,
and made to shine forth in lasting perseverance with all
the splendour of what Tuve calls a "lavish spiritual

: 3R
generosity”,

This full spiritual dimension of magnificence can
¥
perhaps be best illustrated in relaction to the larger

allegorical set-pieces of The Faerie Queene, passages such

as the description of the Garden of Adonis or of Nature's
court of Arloywhich C. S, Lewis has described as offering
"images of life” and mediating directly Spenser?!s deepest
intuitions of va\uo.jg Consider, for example, merely one
detail of one of the set-pieces, the pastoral setting of
Mount Acidale where Calidore has his vision of the Graces.
Here, in the most bountiful of natural settings, the Graces
dance at the centre »f & merry throng of naked maidens,
turning in a ring just as Botticelli depicts them doing in
his grima\ora. A single stanza will serve to recall the

quality of the description:

s S
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It was an hill plaste in an open plaine,

That round about was bordered with a wood

Of matchiezse hight, that seem'd th'earth to
disdaine,

in which all trees of honour stately stood,

And did all winter as in sommer bud,

Spredding pauilions for thoe birds to bowre,

¥hich in their lower braunches sung aloud;

And in their tops the soring hauke did towre,

Sitting like King of fowles in maiesty and powre.

: {(VI.x.6)

Here, as in the locus amoenus of tradition or in the
Earthly Paradise, there is no winter and the srichly
spreading trees are in perpetual bud. But what makes this
"pleasaunce” different is the effect of splendid order.

In the Bower of Bliss,

The waters tall with Jdifference discreet,
Now s0r't, ncw loud, unto the wind did call:
The gertle warhling wind low answered to all,

(1r.xi1.71)

In such lines the "differcnces discreet” of a variety of

gratuitonsly present sounds address themselves to the senses,
with a lulling and caressing gquality that seduces the

mind to vest and east. Mount Acidale by contrast stands
foursquare, "plaste in an open plaine”; and even

the birds observe nnt "differcences discreet™ but a strict
degree., The details, unexceptional in themselves, achieve
a regal firmness in the swelling rhythm of the stanzaj and
a sense not only of plenitude, but of order, is vividly
and immediately evoked,

in context, however, the passage has a multiple
significance, In its ultimate extension, the plenitude
and order of the description relates to God's own "lavish
spiritual gencrosity" evinced in his gift of Grace, which
sustains all life and makes possible the flowering of
goodness in men. The pleasaunce, a garden specially culled

: by nature and imaging the unfallen world, directly shadows

o i
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both the tounty and the noble order of God's graciousness.
But in relation to the idea of courtesy, which is the theme
of the book, the pleasaunce is a "sacred rnoursery of
vertue”., In its union of plenitude and c¢rder it provides

a "faire patterne” of the conditions "deepe within the
mynd" which nourish courtesy‘“o The plenitude of the
description points to those generous and gracious impulses,
the most important among them being the prompting of love,
which are the source of all truly courteous action in man.
Correspondingly, cre order on Mount Acidale reflects the
necessity of those civilized forms which protect the heart
from shame and from rude ways; and which make it possible
for the fecund impulses rto spring, by teaching men "to
beare themselve right/ To all of each degree, as doth
behove". Sidney, Jonson, Shakespeare, the Eljzabethans ali
would clearly have endorsed such teaching. It is the
Graces who teach men "Civility”, and significantly when
they appear they are seen noving in a continuous circle
away from and back towards the viewer, a detail whizh is
used to susgest the reciprocal quality of Grace: all
courtoous impulses emanste from God and prompt men's hearts
to move towards him and to mirror his own perpetual
generosity and harmony in the persevering magnificence of

1
; : . 41
their virtuous actions.

The plenitude and order of the description has,
however, a further significance, for though the Graces are
se¢ by Calidore, the Knight of Courtesy, they are dancing
for the shepherd Colin Clout, and it is his piping that
leads the dance. It is through the poet-shepherd and his
love that the pleasaunce is momentarily transformed into
an image of "the sacred noursery of vertue". By this
detail Spenser sugges:ts that it is only the poet who can
deliver the rich and crdered pattern of a "golden world”.,
This pattern is revealed L~ him when his imagination is
stirred by a vision of life as it might be in all its un-

fallen richness and order and innocence. Here, in the sense

e e i
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t.at poetry is regenerative, is the ultimate significance
of Sidney's claim that the "erected wit®” of the poet can

pake men know and strive towards perfection.

: The phrase "images of life® could thus most happily
; be annexed to any discussion of Sidney's Apology. It
provides an incidental reminder that when Sidney talks of
a work of art as providing a "psrfect picture” or "notable
: images™ his words .an be taken in an almost literzl sense
to relate to the effect of set-pieces or images within a
work as well as to the total action rationally set forth.
But, what is much more important, it makes quite clear
that the claims that art delivers a "perfect pattern” and
the very "form of goodness” should not be interpreted in
too narrowly ethical & way. The Elizabethans expecled a

work of literature to offer moral exemplars and a just

S Y

ending so that the satisfied audience could exclaim with

Tourneur, “When the bad bleeds, then is the tragedy good™;
they also expected it to offer exempla and sententiae such
as those collected by Erssmus and others for the school
texts of the pwr}ad.‘j More sophisticatedly, they demanded
thar the continuous decorum of a work's verbal textuie
should “"enabilie” their judgments and lead the” to a
"judicisl comprehending”. But when they thought of poetry
as a "nursery of virtue® able t» "plant goodness” {1063 29)

in the sou! they felt in addition that the "golden world”

delivered Ly the poets could provide an affirmation of
1ife and of its potentialities in the profoundest mworal

sense,

Huirzinga, in his discussinn 2f the powerf:l formative
influence of poetic aspitations to ideal 1ife, has rightly

said that,

History pave tpo little attention to the
influence of these dreams of a sublime life
on civilizatvion itself and on the forms of
social life.

43




Literature has always been one of the most potent instruments
for giving "form and pressure” to human dreams and
aspirations. Certainly, during the Renaissance, and under
the influence of humanism, a fervent belief in the civiliz-
ing force of litersture in its magnanimous reaches directly
inspired such central achievements as The Faerie Quoene,

the revised Arcadia and Paradise lLnost; and it made possible

Milton's claim that Spenser was a better teacher than
Aquinas, Shakespeare hardly seems to offer himself to the
reader as a teacher, but he, no less than his great contempor-
aries, was fired by the sublime and civilizing dreams of
order and of plenitude; and he irspires us with a sense of

the large possibilities of life even in the depiction of

its vitality.

The 1nspirational justifi-ation of literaiure has remained

central in the English tradition., George Eliot could have

been paraphr ing Sidney when she said that the artist should

present ideas "clothed in a living human soul”, because
fthen their prescnce is a power ... and we are drawn alter

0

thewn with gentle cnmpulsion".44 And she had in mind not a
gentle compulsion but the force of an heroic example when
she made the climactic scene in Middiemarch that in vhich
Dorothea inspires Rosamond to accomplish her single ' irtuous
act. Or, to take a less likely example, consider the rinal

stanza of Yeats's 'lLong-legged Fly':

That girls at puberty may find

The first Adam in their thought,

Shut the door of thw Pope's chapel,
Keep thowse chiiidren ocut.

There on that scaffolding reclines
Michnel Anpgelo.

with no more sound than the mice make
His hand moves to and fro.

Like a long=leseod fly upon the stream
His mind moves upon gilence,

(Collected Poems, p.381)

The refrain, with irresistible unexpectedness, evokes the

movement of the creative mind, holding itself apart in




R

silent absorption, lost in the quivering concentration
with which it waits for the sudden dart of insight.

And Yeats suggests that the flux of existence is given
form only by such intensities of human creativity. The
image of the mind moving upon silence evokes t.ue sense
of a mysterious power and, for me it always recalls
Milton's reference at the start of Paradise lost to the
spirit which "dove~like asdtst brooding on the vast

abyss and mall'st it pregnant”. (I1.19) Yet Yeats, in a
way that seems characteristically modern, insists upon
the contrast between the vastness of the creative spirit
and the fly-like frailty of the man that broods, 4
gentle irony in the details of the stanza helps to bring
out this sense of frailty: Michael-Angelo reclines
before the unfinished work in the posture of his own
uncreated Adam, and he must be prorected against intrud-
ing children who would distract him from “"perfection of
the work". Nevertheless, Yeats deliberately chooses
images that recall the heroic tradition of Renaissance

humanism. Spenser made Piers exclaim on a related subject:

0 what an honor is it, to restraine
The lust of lawlesse youth with good advice.

10ctober Eclogue', 1.21.

That is hardly Yeats's tone when he talks of girts at
puberty or globe-trotting madam with ner bowels in a
heai,kj hut he no less than Spenser or Sidney is thinking
of art as putting pressure on life, and as creating the
examples for men to live by.

I have tried to suggest that the idea of art as
achieving a coercive pffact of imaginative enlargement by
the presentation of the forms of guodness is one which
can legitimavely be extended to include the most far-
reaching dreams of & sublime life. Northrop Frye finely

oxpresszes the idea which I have been trying to present:

pe—
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The drive behind /the imagination/ we
may call desire, a desire which has
nothing to do with the biological needs
and waants of psychological theory, but
is rather the imprlse towards what
Aristotle calls telys, realizing the form
that one potentially has.
46

If this view of the imagination, indeed this view of the
possibility of culture, is somethins w~ *- irgely lost,

then at tihe least we should be clear about the nature of

what it is tnat is slipping away.




Chapter (I

THE GOLDEN AND THE BRAZEN

, The view that the imaginative enlargement which

‘i literature offers is primarily a matter of the affirmation

: it provides is too exclusive, and it runs into certazin
obvious difficultiels, Pervhaps these can best be approached
obliquely by means of a briof consideration of the diffi-
culties that such affi.native visions as the dreams of

order and of plenitude themselves encounter.

‘ The humanist dream of rationalicty was built on the
recougnition that the achievement of order was possihle only
at the expense «f tremendous effort. This recognition i«
implicit in the stress on education and on the primacy ot

vir*uocus action Similarly tne Jdream of plenitude, in

whatever guilse 1t offered itsely, achievel its polgnancy
from the ‘ecognition that in a fallen world grace is rare.

The vi of the Graces on Mount Acidale vanishes as

Calidore steps out of the wood and moves eagerly towards the
circling dancers. And not only is this “"lucklesse breach”
made in Colin's bliss, but the pastoral haven is itsclf
despoiled by a buind of lustful Brigants after Calidore haa
set ofl again on his quest for the Blatant Beast. It is
true that the revishing away of Pastorelia by the Brigants
leads yltimately to the déiscovery of her true paveniage and
thus to a happy resolution, so validating the lesson of the
linked Graces "that good should from us goe, then come in
greater store” (V1.x.24); nevertheless, the Book does

not end with Pastorella’s happiness nar even with Calidore
in triumph, but witi. the malicious Heast ranging the world
and the work neecing .o be done all over again. The
maligrii-y of the Beast 1s i(he very opposgite of all the
gracious impulsos of courtesy, and its continuous ranging
is a reminder of the precariousness of human aspirations and

H the endiessness of humen effort.

e P




-~

The despoliation of the pleasaunce and the presence
of the Beast image the difficulties of a fallan existence
where the will itself is liable to be corrupted and where
the vital energies of nature are as capable of prvoducing a
Caliban as a Miranda. In such a world evem love 1is
vulinerable and liable to bte irremediably coupled with lust.

acers dreamer in The Parlement of Fowles is offered an

jntuition of the ambivalence at the heart of love in mortal
life that can be takem as a paradigm. He is led in his
dream into a love garden - the medieval equivalent of
Arcadia - and over the gate into the garden are two cone

trasting inscriptions. The first promises:

Thorgh me men gon unto the welle of grace,
There grene and lusty May shal evere endure ...
Al open am ]I - passe in, and sped thee faste.

The other warns:

Thorgh me men gon ...

Unte the mortal strokes of the spere

Of which Disdayn and Daunger is the gyde,
Ther nevere tre shal fruyt ne leves bere.
This streme yow ledeth to the surweful were
Ther as thre fish in prysoun is al drye;
Thteschewing 1% only the remedve.

Here is not picnitude but the sterility o mere desire,
not order but apparent confusicn in whiclh +he will is at

ence confronted with choice and deprived of certainty. The

vision i all the more Litter because the instinct of the
fish to = pawn can hardly be eschewed. Small wonder that the

dream of plenitude rarely excludes a wrenching nostalgia for

attainable and indeed

the certainty that what we will

fulfillirg:
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O to break iocose, like the thinook
salmon jumping and falling back,
nosing up to the impossibdble

stone and bone-crushing waterfall -
raw- jawed, weoak-fleshed there, stopped by ten
steps of the roaring ladder, and than
to clear the top on the last try,
alive ¢nough to spawn and die.

Even a work apparently as sure of itself as The
Courtier is given its characterist.c note by an under~
lying nostalgia ani by a sgense of loet certaintiss. The
book is punctuated by laments tor thn good old times,
and not all of these are by any means as facetious as

that of the Unico Aretino

Among them of old time the manner was, that
women wrastiod naked with men, but wee
have lost thst good custome together with

many moe.

Despite Castigliona'e capastity for self-parody there is a
genuine poisnancy when h. declares, "I reckon my selfe bound
(for that lyeth in me to doe} to stretch forth my force
with all ‘tiligence to defend this famous memorie Irom
mortall oblivion "h, and his boc strikes its deepest chord

in the comment in the Prologue which Yeats so memorably

recalled in his Autobiographies:

All Wednesday I heard Castiglione's phrase
ringing in my memory, 'Never be 1t spoken
without tear the Duchess, too, is dead?,
and that phrase, whith - coming where it did

among the numbering of his dead - often
moved me till my eves dimmed, brought before
me now all his: sorrow and my own, as though
one saw the worth of life fade for ever.
5

Recause nothing is certain in mortal life, and
bhecause men can rarely be sure that they are not "guid.d

4] :
vy vanities” , a moral concern leads in literature as
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inevitably to a vigorous examination of motive and of
behaviour as to the provision of models for behaviour or
to visions of unfallen life, And what is invariably
discovered is that behaviour resists being subdued to a

moral form.

Before using Sidney's Apology as a contexy in which
to confront the problems wnich behaviour creates for any

attempt to see the idea of imaginative enlargement in

affirmative, or even in exclusively moral, terms, let us
briefly consider the larger context of Sidney's own acute

awareness of the ways in which the possibilities revealed

by man's "erected wit" are compromised by thie fact of the

"infected will", It sovon emerges that Sidney's views on man

and on human potential reveal deep uncertainties. On the one

hand, his writings reveal plentiful evidence over and above
the programme for literature which the Apology provides
that he was powerfully drawn to the optimistic vision of
the beautitul rationality of man in an ordered universe,
and to the idea of the ennobling force of love. In the very
first pages of tne revised Arfadia7 the shepherds Strephon
and Claius describe, in conventionally Neoplatonic terms,
how thoir love of Urania has raised their thoughts "above
the rdinary level of the world™. The theme of the
ennobling power of love is picked up by the young prince
Pyrocles who is soon found defending nis love for the
beautiful Philoclea, and his disguising as a woman which it

had led him to, by arguing that,

In that heavenly iwove, since ther are two parts,
the ane the lave it self, th'other the excellency
of the thing loved; I, not able at the first leap
to frame botin in me, do now {like a diligent
workman} ok redac the chiefe instrument, and
first p.rt of that great worke, which is love it
self; wihich when I have a while practised in

this sort, then you shall see me turn it to
greater matters,
(1. 80)




Musidorus, the prince's princely companion, i3 unconvinced
by his friendk promise of a progress up the Platonic ladder,
but despite his opposition to Pyrocles falling in love,
he shortly falls in love himself. Thereunun he too proclaims
that it is "by love that we are made, and to love we are

made", and he defends beauty in the most extravagant terms:

Beasts onely cannot discerne beauty,
and let them be in the role of Bea s
that doo not honor it.

(1.113)

It ensues that the great matter of the revised Arcadia is

indeed the educative force of love, which is to teach
Pyrocles and Musidorus lessons of magnanimity and patience;

though in ways that they had certainly not foruscen.

Sidney's desire to afi.rm not only the power of love
but also the essenvial order snd rationality of things is
apparent in the fact that just before the revision of his
work breaks off the buok reacnes a climax in a long and
serious debate between ithe imprisoned Pamela and ler godless
aunt, lecropia. vYamela makes a flerce effort to argue
Cecropia out of her atheistic folly by in.oking the
wondertful order of God's creation. In the world as we see
it, says Pamela, all things serve ) well consorted
partes to ... an unexpressable harmonie® (1.408); and
she moves on frow tnis arffirmation of ovder to the triumphant
conclusion that "This worlde ... cannot othe. sise consisy
but by a minde of Wisedome, which governes it” (1. s10).
Thowgh Pamelu is only a virtuous heathern Sidiney clearly
endorses her reading of the book of nature, Cicvro and
Boethius hud long since formulated the argument from ordor
to divine orderer in almost identical tnrms,9 and Sidney
was probab.y also rem-mbering the lengtby elaboration of
similar views in du Plessis Mornay's Of the Treweness of

the Chiristian Religion, a book which he had energetically

transiated {or rather ‘reely paraphrased in the manner of
many contemporary “granslations®). Mornav's tone of high-

minded conviction ias precisely Pamelats:




Lo heere an order, such from degree
too degiee, that whosoever conceiveth
not by and by some Author thereof,
hat . neither Reason nor Sence.

(111.265)

Mornay assumes that God has framed in our bodies

*a Counterfet of the whole world,and in our Soules hath
ingraven an image of himself” (ILI. 264), and he asserts
that the most expedient way in which religion can be
"declared unto Infidels or unbeleevers” (III1.251) is by
reasonable exposition. The wiiole burden of his argument
is that it is possivle 1o cume near to a knowledge of

‘ God by a rational consideration of his effects; and it

i® in the spirtt of such commonplaces t t Siduney in

e Ajulogy sieaks af

as "the greatest gift besus

upun mortality” (121:

But Sidney well knew that in p.oactice the optimistic
faith in human perfectibility proves fragiie, and that life
reveals itself as less thsn reascnable. Cecropia remains
stubbornly evil in the face of all Pamela's arguments.
Inderd those arguments present thomselves to the sceptic
as no more than the persuasive working out of the conse-
guennes of ihe initial assumption of order. Even fo, iz
might be argucd, '1f the Almigh did not intend as to eat
each other, why did he make us nf meat?’ Cecropia s tands
firmly by her view that to believe that any God t 1kes

account of our doings,

carries asmuch reason as if flies should
chinke, thit men take great care whisth of
them hums sweetest, and which of them

flies nimblest ...
(1.407)

and she appeais to nature in her turn as a sanction fer
Epicurean pleasure.
It was likewise no small part of Sidney's strength

as a “‘riter that he could never deceive himself abrut the




reality of physical passion. Pyrocles justifies his love in

Neoplatonic terms; but he soon finds that he cannot subdus

his grosser desires. The force with which Musidorus condemns

both Pyrocles' love and his transvestite disguising is

deoply disquietening:

The pun on

If we wil be men, the reasonable parte of
our soule, is to have absclute commaundement;
against which if any sensuall weaknes arise,
we are to yeelde all our sounde {orces to

the overthrowing of so unnaturall a reeilion
... And see how eXxtremely every waye you
endaunger vour minde; for to take this
womannish habit ... is wholy vaine.

(1.77)

"habit® implies that the love is as unnatural as

the disguise which it here provokes; and a medieval anti-

feminist could hardly have produced & more ascetic rejection

of the senses. Musidorus almost immediately launcnes into

a further

attack on love itself

lLet us sce, what power is the aucthor of all
these troubles: forsooth love, love, &
passion, and the basest and fruitlessest of all
passions: feare breedeth wit, Anger is the
cradle of couraget joy openeth and enhableth
th? hart- sorrow, as it closeth, sc it draweth
it inward . to looke to the correcting of it

selfe: .4 so all generally have power towards
some i uv the direction ot right Reason.
Bt ot hastarde Love {{for xr deede the name
of 1. ooyt uneorthylie applicd ta 30

fieteiall & Yamour) as it o1s cngendered betwixy

Tust amd idleness; 28 the matter it wWOrKes upon

is nothing, bui & o faine Lose weakeues, which
i tie sartg as is

»oentel fooles call o @en

Exest

adjovaed comr nions be guirtnes, longings, Fond
cemforts, faint discomforcs, haprs, iotousies.
pnrrounled ragag, caust e veeldlings ) s0

is tlie hiest ende it 2spires unto, a little
plersure with much paine beflcre, and great
repentaunce after.

(1.78)
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Acute insights into the mechanics of human behaviour, no
less than the confident marshalling of the logic, lend

the lines their bite. One's admiration for the epigrammatic
terseness hardly constitutes a consolation, and the lines
carry a burden of bitterness that makes comparison with
Shakespeare's "expense of spirit"” sonnet not altogether
presumptuous.Pyrocles is deeply angered and hurt by what
Musidorus says, but in response to the attack he drops his
Neoplatori:> posturings and admits that his end is "enjoying".
Much more heartfelt than his defence of love is the

anguished cry into whi~h he is provoked:

I am sicke, and sicke to the death; I am
a priscnsr, neither is any redresse, but
by her tu whom I am a slave.

(1.82)

The vocabulary is that of the convernitional Petrarchan
lover. Yet Sidney's treatment of the affection between the
two princes - an affection which leads Musidorus to forgo
his disdain and to give Pyrocles his svmpathy - i3 so
delicately aandled in this scene that the reader is con-

vinced of the realicy of Pyrocles' frustration.

When Musidorus falls in love, the speech in which he

compluzins to Pyrocles of his own love is even more bitter,

especially in view of his earlier claim that it is only

beasts that do not haaour love:

These hessts, like ldren to nature,
inhorite her blessin gquietly; we,

like bastnrds, aie loayl ibroad, even as
foaudlinges to be trayned up by griafe

and sorrow. Thri+ mindes grudge not their
bodies c¢ominrt, nor their sences are letted
from enjoying iheir objecist we have the
impediments of honoor, and the torments of

conscionve,

(I.15%)

Wherever one looks in Sidn.y's writings one finds a

comparubly bitter attitude towards tova, Love for Urania

-
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might have ennobled Strephon and Claius, but what¢ they

feel most strongly is her absence. In the famous double
sestina 'Ye goteherd gods' they lament that her departure
has turned the best-pastured mountains into deserts.

Strephon complains that he has grown a screech-owl to
himsnlf each morning, and Claius that the vales are filled
with cries instead of with music: love has produced only

a nightmarish desecration of their world,

At the most extreme, Sidney's bitterness moves over
into a complete religious rejection of earthly love and of
its imperfections. This is seen, for example, in his final
request to have the Arcadia burned, Greville, in his Life

of the renowned Sir Philip Sidney, frequently stresses

the intensity of Sidney's religious feelings, and he =ays

of Sidney's dying request that,

éﬁe saw/ that even beauty it self, in all
earthly complexions, was more apt to
allure men to evill, than to fashion any
goodness in them,

10

This uncompromising attitude, which would exclude all claims
for the poet as revealing the "form of goodness”, finds
jts reflection even in the Arcadia., Basilius consults the
Oracle because he desires a universe which admits no
incalenlables wnd in which any threatened fall can be
evaded; but the resonant words in which he is blamed for this
action amply that the threat of mutability can be countered

only by a shift to an other-worldly perspective:

Many ... (making a perpetuall mansion of
this poore baiting place ol mans lise)

are desirous to know the certaintie of
things to coms; wherein there is nothing
so certaine, as our continual uncertaintie,

(1.26)

The Arcad illustrates most forcibly the precariousnass

the good; and it reveals that at the heart of Sidney's

it il
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vision is his sense of man's ureasy existence. He can
never forget that "our ere2ted wit maketh us know what
perfection is™, yet he understands even more clearly

how tihe "infected will keepeih vs from reaching unto it",

The phrases just quoted are often remembered, and
they occur in one of the most revealing paragraphs of the
Apology. It is the paragraph in which Sidney insists
that the idea of the poet delivering a golden world is in
no way "saucy", which is to say that it in no way

blasphemously denies the fact of man's fallen conditiong

Neither let it be deemed tuo saucy a
comparison to balance the highest point
of man's wit with the efficacy of Nature}
hut rather give right honour to the
heavenly Maker of that maker, who having

made man tc His own likeness, set him
beyond and wvver all the works of that
second nature: which in nothing he showeth

so much as in Poetry, when with the force
of a divine breath he bringeth things
forth far surpsssing her doings, with no
small argument to the incredutous of that
first accursed fall of Adam: since our
erected wit maketl. us know what perfection
ie, and yet our infected will keopeth us

from reaching unto it.
(tor.1k)

Sidney's logic here is that the claims made | s he
erected wit, far from being an argument against mon's
fallen nature, provide a strong argument for Criginal
Sin - they are no small argument against those who are
incredulous of the Fall - precisely because the very
poigrancy of that belief ~omes from tihe fact that we ave
capable of krowing what perfection is, tut unable to
attain it in this life. Geoffrey Shepherd glosses the
paragraph bv adducing a most apti suotation from Calvin's

Yea ézhe Uii? is not so blockisb, but

that it tasteth also some little of the
higher things ... For when it is carried
¢ above the Compasse of tuis present life

A ————— NS
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then it is principally conuinced of her
owne weaknesse,
11

It is the possibility of knowing perfection rather than the
fact of infection which Sidney argues, amd this not wmerely
because the detractors of poetry would take that infection
for granted. The assumption of man®s "infected will” is
the starting poing of his thoughts, nc less than of
Calvin's or Gesson's: and it is 8. 2ificant thar he talks
elsewhere of aiming only at such arfection as "our
degenerate souls, made worse by th 'r Clayey lodgings, can
be capable of” (104,77},

Sidney's friend and bilograpner Fulke Greville
expressod what was admittedly an extreme Calvinist view in

asserting that man's

... bDankrupt Nature is not free,
By @sny Arts to raise it selfe againe ...
12

but Sidney himseif came very close to this moad in poems

sich as 'Leave me O Leove ,..' and *Thou blind wan's

marke ...' wivh their barden of disillusion and disgust:

Desire, -iesire T have too dearely bought,
With prive of mangled mind thy worthlesse ware.

However much:

and literal viess of Christian humanism, o5r to Keoplatoni

$nat avode a poweriil awareness of

affirmations, he ¢
mar's wuineretisicy and inclination te "deavh-bringing sins”
This awareness wouird seem 1o have been mors deeply en-

grained in bis temperament and 1t was doubtless encouraged

both by his educatior at Shrewspury where there wes a

distiactly Protestant ethos, and by his friondanip with

wen such as Greville and Languet.

13
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It is not surprising that ethical optimism was only
one strain in humanist thinking, a strain which seemed to
some to come extremely close to the Pelagian heresy.
Augustine had bitter personal experience of the inefficacy
of the wmerely natural power: of tice mind and he directed
his attacks on pagan thought both at the idea of fortuna,
which might seem to deny God's omnipotence, and at the
idea of virtus,because it seemed to deny tho necessity of
divine revelation and of grace. The sixteenth-~century
reformers were inclined te adopt an Augustinian view of the
depriavity «f man's reason since the fall, and of its
proclivity te pander will. Hiram Haydn sees what he calls
"the counter-renaissance” - a concept whici. subsumes the
Protestent reformat.on along with other forms of reaction
to the optimism of the early Christian humanists - as
characterised procisely by its "rejection of the established
exaltation of ‘eason ... as the normative principle of
human 1ifp“.lk It is worth reminding ons.if that in

Elizabethan England the Thirty-Nine Articles embodied the

doctrinally acceptable view of Original Sin as,

the fault and o aption of the Nature

of every min, JLat naturally is ingendered
of the spriny of Adam, whereby man is very
far gone from eriginal rightecusness,

and is, of his own nature inclined to evil

and the Pauline confession - "The gnood that J would do, I
15

do not, but the evil which I would not, that I do”

struck {and still surikes) the deepest of chords.

ldealism incariaciy generates a sharpened sense of
the inevitability of imperfection, but during the course of
the Rena.ssance, in the period in England of "£lizabethan
optimism” as well as of "Jacobean gloom®, the duality was
felt with particular acuteness, Shakespeare brings the
duality home t- us, wittily but fiercely, in the scene in
which he has Troilas liment it as the "monstrucsity in

love” thet "the will i3 infinite, and the execution confin'd;

50

IS g




»

-

i
i
{

that the desirs i# boundless, and the act a slave to
limit” (I1I.51.85) while Cressida stands at the young
idealist's elbow archly enjoying what she takes to be a
Joke about sexual potency. ''ncertainty and scepticism
were no iess ypical of what Sidney called "this clear
age” (133:20) than idealistic aspirations, and they were
the more bitterly felt precisely becunse men had come to
believe, with cne part of their being at least, that their

age had brought a rebi -tt of civillzation.l

We can now seturn to our main argument and consider
some «f the diff,cultiss which an acut, awareness of the
ambiruities of wit and will creates for rlhe view that
mes the imagination by its affirmation of

literature enls

the moval marvelous, 1 intend in the rema .nder of thig
chapter and in the chaprers at follow to try to

illu trete these difficultioss by throwing certain aspects
of the Apo.ory into an unnaturally sharp fecus in order to
reveal irherent vneertainticzs in Sidney's argument. This

might seem unkind to Sildney whoe writes with such persuasive

one creates the sirong sense

ease and

of a mind suvtly the master of its main intentions and
perfect’y cuntenrt o make, in passing, points which might
geom tu carcel each other out; but part of my .ntention is
to suggost that the Apoloupy, conseijuence of ils very
inconsisteaciscu, I8 a mo.e comple. and A more comprehensive

17

work th is oiften realisod.

As Tar as the argumen: of the Apolory ias councerned, the
difficalty created by man’s fallen condition presents ptsalf
most immedistel. in the facy that the poet deals with braren
as well as with golden examples, This might seem to Create
no real problem, for c¢learly it can bLe argued theo Sidney
talks of the portts world as "golden" ouly in the sense
that it provides heightened images, whether of good or of
evil But it remains unclesr in what senss heightened images
3T what is vicious in life are heart ravishiags, and
produciive of imaginative snlargemsnt. The question is more
than a quibble for it opens up fundamental . - ses; but le

¢us these more scrupulously in terms of Sidney's

us move fows

argument itself.
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Sidney accepts that poeiry which aims 2t teaching can
accomplish only a certain amount by limiting itself to
perfect examples, inspiring passages ar2d just endings. If
poetry is to "take naughtiness away ir+i (lant goodness even
in the secretest cabinet of our souls’' '~ 't.79) it must
show us, he assertsz, act only "in Cyrus, Aeneas, Ulysses,
each thing to be followed", Lsut also "in Tantalus, Atreus
and such like, nothing that is not to be saunned” {110:10),

The poet must thus firurs forth

the remorse of conscionce, in Qedipus, the
soon repenting pride of Agamewnon, the
self~devouring cruelty in his Tather Atreus,
the violent ambition ir the two Theban
brothers, tne sour-sweetness f reverge in
“edea; . ni, to fall lower, the Terentian
Gnatho «~ud our Craucer's Pancear ... and finally,
all virtues, vices, and passions so in their
own natural sears 1. .1 to the view, that we
seem not to hear of them, but clearly to see
throug: then,

(108:9)

The poer throws his perfect excmples into relief, and
makes hem more telling, by contrasting them with
heighteneo images of what s morally repugnant. As Sidney
puts it, the nin who fails to see "the filthiness of evil
wanteth a great foil to perceive the beauty of virtue"
(117:17), and this is a view which Spenser endorses in The

Faerrie Quecenc when he affirms that "Good by paragon/

Of evil, may more notably be rad” (111.ix.2). But dramatic

econ rest is an incic 1ral advantage only. Brazen examples

have in themselves an admonitery pover to move the reader

argument is no more than a logical

towards virtue., This
extension of the exemplary view of literature; and poetry
written within a didactic frame has traditionally invoked
the power of "apt admonishment” to spur the reader to re-
pudiution. Satire and comedy, in Sidneyts conventional

{tenaissance account of them, teach exclusively in this waev.

Comedy confronts us with “.he cewwon errorsg of our life”

(1}

II), and satire makes us aware uf the "many

i -




headaches™ (117:5) occasioned by foolish passions: each
moves us to virtue on the recoil. In addition Sidney talks
of tragedy as working essentially through admonition. He

describes the most excellent tragecy as that which,

openeth the grea‘ast wow-ds, and showeth
forth the ulcers tha* are covered with
tissue ... /and whicn by/ stirring the
effects of admiration and commiseration
teacheth the uncertainty of this world,
and upon how weak foundations gilded
roofs are builded.

(117:35)

The comments here malie play with Aristotle's formula of
pity and fear, & ¢ within the frame of the late medieval
view - set out in Chaucer's Monk's Tale and entrenched
for a writer of Sidney's generation in the cxample of

Gorborduc and A Mirror for Magistrates - that tragedy offers

admonitory lessons and cauvtionary tales with something of

the grimness of a memento mori.

Sidney was guite obviously only too ready to fall
back upon the staple Renaissunce argument that certaia
forms of literature have an admonit@ry effect because this
argument seemed to contribute to his stress on moving as
being in the last resort above teaching. But though the
jdea that art provides hrazen as well »s golden examplos
falls easily encugh into place in Sidney's defence as the
inevitable consequence of an exemplary view of poatry, it
does seem to imply a qualification of the claim that the
poets deiiver a hearc-ravishing golden world. Consider, for
exampl., the quility of the "admiration” which Sidney
talks of as part of the proper effect of tragedy. This is
¢ompurable to the elevation produced by epic in that it owes
something to the high status of the suffering protagonist,
but the more important implication of the term as Sidney
uses it of tragedy would seem to be that, far from calarging
the mind, tragedy produces the constricting fear that the

"gilded™ world will crumble in our grasp. Moreover, though

53
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Sidney's vizw of satire is comparatively genial - he fays
of the satirist that he "sportingly never leaveth, until
he make a man laugh at folly, and, at length ashamed, to
laugh at himself" (u7:1) - satice is not frequently content
to be merely rfenial. Sidney remarks ir passing that a man
may {ail, ev~n "at length", to see thit he himself dances
"the same measure” (117:30) as that played by the satiriss;
but he leaves the point in the air. Such ir:conclusiveness,
would not, however, satisfy so determined a moralist as
Swift, who echoed Sidney im complaining that satire commonly
provides the reader woth a glass in which he obligingly
recognises every facs except his own, but who set about
roughly jelting the reader into a response by a mosi. un-
sporting technique of systematic assault upca all his

complacencicos, In a similar spirit Ye:ats wrote,

1 study hatred with great diligence,

For that's a passiopn in my own contrcl,

A sort of besom that can clear the soul

Of everythir; that is not mind or senre.
18

Clearly the most strenuous application of the
literary imagination tu o moral end is anything but in-
variably productive of a heart-ravishing vision. Indeed,
to an unsympathetic eye, a view of art as liberating the
mind into a larger zodiasc mizht seem barely relevant to
that essentially contfrontstive mode of the imagination which

produced works of satire such as Troilus and Cressida and

Volpone, antd the run of Shakespearean tragedy from Richard
I1I to Corinlanus.

Xor does the argument that by "molden world®" Sidney
meant simply "heightened world" meet the case, for the golden
world, as Sidney describes it, is seen to contain sweet-
smelling flowers, Cyruses and even chimeras; but not
Thersites, blatant beasts and dead Cordelias. It is not
delightful to be admonished, in any manner. Realising this,

Sidney in the central section of his argument simply side-
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steps the difficulty created by admonitory forms and he
talks of poetry as though it always offered a "sweet

prospect into the way”

Nevertheless, as we ha.e noticed, the Apology does
make room for the idea that we are often moved by a
"judicial understanding®; and this view allows for a
more subtle cxplanation than that preovided by any straight-~
forward exemplary argument of how the imagination ia
eniarged and the mind moved in its responses to the con-
frontative modes of the imaginztion, When Sidney talks of
the poet as presenting "all virtues, vices and passicns
40 in their own natural seats laid to the view, that we
seem not tc hear of them, but clearly to see through them®,
it is plainly his convicticn that the poe:, no less than
the philosopher, must reveal virtue for what it is, and

make known

his enemy, vice, whiun must be destroyed,
and his cumbersome servant, passion,
which must be mastered.

(105:13 )

Tt is in meking kncwn both "the oblique™ and "the risht”
{117:15) that the poet leads men to that "knowledge of a
man's self, in the ethic and politic consideration" which
Sidney names as ihe highest end of all learning. And the
poet exerts his coercive force upon us by presenting this
knowledge nut as "bare phileosophy precepts” but in such a
lively way that we are forced (in Shelley's pithy phrase
wirich Sidn. y would clearly have applauded) to “imagine
that which we know“lg.

It has often been remarked that Renaissance hnmanism
produced a renewed interest jn th. intricacies of individual
psychulogy. Renaissance writers were fascinated by human
behavi-ar, not as sowmcthing to be studied and codified as
it had beern by the schoolmen, but as an inexhaustiblae

object of interest aud concern. Where Aquinas scrutinized
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human emotions to decide - to take one of his 'Questions?

at random - 'Whether the species of fear are suitably

20 <
assigned?! s Montaigne employed an equally subtle intellect

in perfecting the e3sai as a tool for irtrospection and

for the most searching, yet lways provisional, self-
discovery. Aad where the medieval imagination was p.one

to provide a pageant of the Scven Deadly Sins, Shakespeare
developed the soliloquy as a means of laying bare the very
hearts of his characters. Sidney was of his age in implying
that the poet's scrutiny should "lonk right through the

deeds of men" and bring to “he bar of understanding and

judgment all forms of behaviour, golden and brazen, As he
i summed it up, the poet should have all, "from Dante's

heaven to his hell, under the authority of his pen" (III:17).

The humanist stress on self-knowleuge as a condition
of active virtue was clearly one of the strongest incentives
to this presentation of character in depth. In the first
place 1t encauraged the idea that the most mdving example
was that in which the hero wag shown as coming .o full
anderstanding of himself in the course of rising above
trials and mi-fortunes, It equally encouraged the idea that
the bero conld most movingly be shown in the process of
rising abeve hi. temptations, and of coming to "know his

by practise” {I.%8).

own good or eviil,

The AY ia presents examples of precisely this sort

thiz i% ore of the main sources o! its interest and

and

strength, Indeed it is arguable that the sxemplary hero who

&

is not shown as having to rise above *oih fortune and the

elements of baseness in his own human noture o liable to

seem cold and uninspi-ing, #s at times ihreaten? to be the

case with Shakespeare's Henry V. Strangely enouph, however,

: the nearest that Sidney comes to spelling out points such

as these in the Apol oy is when he remarks, in the course

= of his discussion of the coercive affect of the poetts just
ending, that the poetl goes out of his way to <now Ulysses
in a storm and in other hard plights so that his patience
=
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and magnanimity might be seen to "shine the more in the
near-following prosperity” (111:31), Walter Davis is

quite wrong to argue that in the Apology Sidney talks of
21

literature as having a deliberatrly explorative function.
Davis offers as & parallel to Sidney's views Wallace

Stevens's affirmation that the poet's fictions represent,

The poem of the mind in the act of finding
¥hat will suffice

but this way of putting it not only goes beyond the Apology,
it suggests a self-consciousness and a sense of moral
‘ values as problematical that is completely inappropriate
H to the temper of the work., Sidney, like virtually all his
: contemporcries, would have .~torted that ideas of order
are : 0ot a matter of ‘what »ill suffice” but the unquestion-

ed verities of the good life.

Nevertheless, Sidney's own creative work does provide
a most scarching exploration of the nature and consequences
of the moral necessity. This is the case in the Astrophnl
and Stella sequence, for example., These sonnets and
songs present the development of Astrophel's love, in all
its urgency, to the point where passion overmastiers reason
and Astrophel's strongest motive is to have Stella, despite

the fact that she is already married. The climax of the

Ledqs 2 is the fighth Song, one of the flaest and mos®
21+

negle. ted of all Eunlish lyrics, Here Astrophel urges his

Tove Yor o7 .t time and Stelia finally refuses him,

The twen~j-u51x sten” - peem o exjuisitely construct.d.
The opening description of an idyllic setting is quiet and
cestrain d, but with an un’-rlying sensuousness that would

seow to .00k for-ard discreetiy to a &> tisfactery conclusions

In a pFrove most rich of shade,

Where virds wanton musicke made,

May then yong his pide weedes showing,
New parfuamed with flowers fresn Erowing ...

(Tue Poems, p.217)
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Immediately, however, a contrasc is estahblished between

the rich shade, the wanton music and the confident vernal
disnplay on the one hand, and the long-suffering lovers who
gratefully, almost hopelessly, meet for the "mutual
comfort” which the wonder of their being even momentarily
together affords. Through a use of parallel and repetitive
forms, and explicitly in Donne-like images such as that
of the lovers' eyes "enterchangeably reflected", Sidney
stress>s the mutuality of their feeling. In their unhappy
happiness they gaze silently at each other until “"teares
themselves Z397 smile®,

Then Astrophel is wrought to speak, first with
something of the heightened, ritualistic formality of the
Petrarchan lover praising his lady. This very formality
in context signals an almost desperate attempt to express
and yet contain mounting feeling. Then the rhetoric

breaks, as Astrophel's passion becomes unoearable:

Graunt, o graunt, but speech alas,
Failes me fearing on to passe,
Graunt, o me, what am I saying ...

At the climax of his confusion, however, tre verse modulates
into a poignant lyrical simplicity that secems to rise

effortlessly from the depths of his desire:

Never scason was more fit,

Never roome more ant for it;

Smiling ayre allowes my reason,

These Divds sing: ‘Now use the season,!

This small wind which so sweete 13,
See how it the leaves duth kisse,
Ech tree in his best attiring,
Sense of love to love inspiring.
Love makes earth the water drink,
Love to earth makes water sinkej
And if dumbe things be so witty,
Shall a heavenly grace want pitty?

What is expressed in these stanzas of extreme rhythmical

subtiety, with their tnrusting impetus made graceful by
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the balance, and by the lifting lightness of the feminine
endings, is no importunate desire but a natural and
irresistible springing of deep affection. What Astrophel
pleads is not his own seliish lust or paia but the rightness
of a "sinking" which would be as freely granted as grata-
fully recei~ed; and he strrsses this rightness by implying

that naiure itself vouches for it. "Graunt®”, he says,

That not I, but sinze I love you,
Time and place for me may move you.

The reiurn to the pastoral imagery of the opening ‘=
briilliantly effective and it lends to Astrcphel's appeai a
quality of almost innocent tenderness. It is as though he is

arguing from plenitude to Vvirtue,

But with a matching tenderness and restreint Stella

rejects his appeals:

Trust me while I thee deny,

In my selfe the smart I try,

Tyran Yonour doth thus use thee,
Stelliats selfe might not refuse thee.

Therefore, Decre, this no more move,
Least, thourh I leave not thy love,
Which too Jeep in me is {ramed,

I shoule¢ blush when thou art named.

Stella's tribute to Astrophel, that his love is deeply
*framed” within her, i% as moving as the tact of her allusion
to shame. "Tyran honour”, which would make her blush with

guiit if she surrendered, is hore no Itrarchan commonplace,

nor the "ungratefulness” of a cruel concern for reputation,

Rather it rep.csents an inflexible reminder of the moral

impossibility =t their love, Though The.r love hes all the

rightness of a “natural persuasion” it must bow to a higher
imperative, and Stella must leave the "pleasaunce”. Sidney
has prepared the reader for tiais inevitabie outcome even in

the terms of thoe apreal which istrophel speaks. Strcnger
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arguments than "smiling ayre" disallow Astsophel's "reason",
a "heavenly grace” is more "witty" than to do as “dumbe
things” do, and the required surrender would indeed be a

"sinking”.

The poem ends with a chaste firmness that conveys
both an inexpressible depth of feeling and the finality of

Stella's decision:

Ther~withall away she went,
Leaving him so passion rent,

With what she had done and spoken,
Thai therwith my song is broken.

The consequences of virtue are hard, but absolu’ ly binding
and the poem has discuvered them with supeib grace and
surety.

Far from presenting "law and impulse® (to borrow a
phiase from Wordsworth) as complementing each other, the

whole Astrophel and Stella sequence sees them as pulling

apart, Plenitude can no longer be trusted. At the heart of
the scquence is the conflict between Astrophel's seirse of

a responsibility o moral testraints and his sexual desire,
The Petrarchan code demanded a despairing lover, and it would
be wrong to read the sequence too disingenuously as a

direct account of Sidney's relationship with Penelope Rich.
Nevertheless, the poems reflect a more than conventional
understanding of the chaotic effects of desire. Consider, for

a moment, the fifth sonnet inn tl e sequence:

It is most true, tuat eyes are form'd to serve
The inward light: and that the heavenly part
Ought to be king, from whose rules who do swerve,
Rebsls to Nature, strive for their owne smart,

Yt is most : .ur what we call Cupad's dart,
An image is, which for ocur selves we carve
And, fooles, adore in temple of our hart,

Till that good God make Church and Churchman starve,

True, that true Beautie Vertue is indeed,
Whereof this Beautie can be but a shade,
Which elements with mortall mixture breed:
True, that on =avth we are but pilgrims made,
And should in #oule up to our countrey move:
True, and yet true that I must Stella love.

{The Poens,p.167)




Within the frame of dramatic urgency provided by the
reprated "It is most true «" the poem builda up its

argument in a manner that convincingly suggests the
intimate movement of a mind discovering the depth of ite
distress. The full perversity and pain of Astrophel's
final rejection of the inward light of reason is brought
out by the fact that he nowhere questions that man's
charge in life is to "l1ift up the mwind from th~o dungeon of
the bcdy” and not to surrender to the infected will. The

tone of the final assertion of the speaker's counter-
truth is neither audacious nor self-pitying, but chastened;
and this is posrticularly so because the phrase "our
countrey” in the previous line so firmly endorses the
simple naturalness of the heavenly pilgrimage. We are
confronted at the end with no witty literary paradox,
bui 1th the huran truth of the lover who realizes his

di:rgrace and yet can “"not leave loving”.

In poems such as this the sequence pruvides an un-
¢ ampromjsing exploration of the tensions that breed
Letween virtue and passion, and it painfully reckons the
cost of achicving the moral ideal, It seems clear, however,
that Sidney did not have this sort of expluration n mind
~hen he was writing the Apology. The example of Astrophel
is hardly one which "giveth so sweet a prospect into the
way; as will entice any man to .nter into it” {113:20),
nor ig his fate "food for the tenderest stomachs” (109:14).
At the same time Astrophel is not cffered to the reader as
a simple moral warning of the consejuences of failing to
master that "cumbersome Serviant passion”: indeed
segquence as a whole he commands far more sympathy does

Stella,

In the Arcadia no less then in Astrophel and Stella

Sidneyts heroes fina it extremely difficult to emchieve
exemplary perfecticn, and this would seem to be mainly
because the moral imagination when exercised in liferature
tends to generate its own form of brazen honesty in

relation to the behaviour which it confronts. This hcnesty
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is something more than the clearsightedness of the teacher
who recognises that it is when he has a grip on the

actual that he can most effectively exert pressure upon it,
What it entajls is a recognition on the part of a writer
that his main moral commitment is to truthfulness rather
than to any neat sirategy of teaching which is not to say
that truthfulness exciudes teaching. On the contrary, the
fuller the poett!s vision, the more liable it is to have
engaged the coercive vigour of a profound moral concerm and
the more likely it is to ravis™® the ;2ader into an

acceptance of its moral premises.

It is important to be fair to Sidney's arguments in

the Apology. it is admirable for a writer to order his

values in terms of an ideal of the Jus. City. Hp“owﬁt\wﬁksduiﬁ

assertion that the artist should vuveal a just pattern is
somewhet bluntly presented, his recognition of the
artist!'s need to affirm some pattern in experience is not
different in kind “rom the more general recognition that
all art, in order tu be art and not merely a pessive
mirroring of the inchoate flood of random 2nd inane exper-
ience, must impose some order upon the material which it
sresents. And an artist achieves order by commiting nimself
it each work to a particular vision and hence to a particu-
lar set of values which explicitly or implicitly governs
his choices and rejections, It is precisely this that sene
“post-modern” ar. and its attendant theorizing would deny.
Nevertheless, the post-modernists who would suggest that a
resolute nominalism, a commitment to Jlux or a determina-
ticn to break up all existing ideas «f order are the oniy
honest possibilities for the contcmporary arti r are
themselves o assumption-prone asSidney, for a consistent
denial of order itself amounts to ar afiirmation of a
particular view. There would seem to ve no escape from the

fact that the artist achieves a view, or nothing.

In presenting his particular vision the artist may

well decide tc construct his plot in such a way that th:»




hero is succeszful and justice prevails, But his work is
unlikely to be satisfying if it does not make allowance for
the complexities of the moral life and for the oftcn painful
consequences of achieving justice. The writer has thus, for

example, to be careful not to imply that goodness is
invariably successful in worldly terms, and that tha’ is why
it should be embraced. Sidney's claim that the poet is a
better teacher than the historian because he car bette ° show
virtue rewarded and vice punished is perfectly admissible,
but it is liable to prove frtal to the poet if it encourages
him to falsify or simplify experience and to ignore what
Aristotle cailed "the probabie".That way lies the eighteenth-
century idsa of poetic justice as a formalistic criterion
and all the sentimental absurdities of a Thomas Kyw>r
suggesting that Desdemona should only have feigned death
while Othello cut his throat in remorse, or of Nahur Vale
re-wef“ing the final scene of King lLear in such & way thay

it is not art and nature but Cordelia and Edgar that end up

cosity "hand in hand".23

That tlere is% nothirg sentimental in Sidrey's
attitude, however, is suggested bty the f:.t that his whale
argumenrt for the pre.eminence of poetry in teaching 12 based
on the hard-heaued acceprance that virtue is »oy simay a
matter of knowinyg what is right but of being "mc ad to do
that which we know” {113:1t). This insistence ao ¢Lv necessity
of moving gors with a complete lack of illusisns ahuut the
infected nature of wan's will. As Sidney says, with 21
engaging bluntn.ss, the poets "move men to take that poodness
in hand, which without delaght they would fly as irom a

stranger™ {10313},

Of course the possibility remains thet men may unot be

any more irresistibly moved to virtue by the pret's Jdelaght{ul
teaching than by any other. Sidney cites, as an example of
the poetts power to move, Plutarch's account of the abominable

tyrant Alexander Pheraeus:
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From ﬁi_ﬂ] eyes a tragedy, well made and
represented, drew abundance of tears, who
without all pity had murdored infinite
numbers, and some of his own blood; so as
he that was not ashamed to make matters for
tragedies, yet could not resist the swect
violence of a truredy,

(118:9)

Alexander was net, however, any more than Shakespeare's
Claudius, converted by the "sweet violence" of the play that
he was watching: he simply walked out of the theatre,

Sidney says of the plav, "if it wrought no further good in
him, it was that he, in despite of himself, withdrew himself
from hearkening to that which might mollify his hardened
heart”. Though the anecdore illustrates the moving power

of poetry it concedes that ,oectry will not necessarily improve
men who have set their hear .. against virtue. Elsewhere,

as we have noticed, Sidney says of the effect of comedy:

There is no man living but by the force
truth hath in Nature, no socner seeth these
men play their parts, but wisheth them
i in : although perchance the sack
own faults lie so behind his back
that he sceth not himsel. dance the same
measure; whereto yet nothing can moie open
his ~yes than to find his own actions
contemptibly set forth,

(217:20)

The last comment makes a not unreasonible claim but the

admission that men may not be led by poetry to see their

own faults does, despite Sidney's adroit underplaying of
it, and like the Alexander anecdote, imply a significant
qualification of the argument that poetry coerces the will

to action.

The weakn.ss of a kinetic view of the effect of art,

however, is not that it is impossinhle to guarantee that good

teaching will issue in virtuous actions, which would

obviously be unreasonable to expect, but that it implies far
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too crude and narrow an account of the nature of the moral
enlargement that art affords. Moral imperatives tend to be
relatively clear cut - 'Thou shalt not! and 'Thou shalt! -
whereas literature tends to upset fixed habits of thought

and feeling. While it refreshes morality by the cogency

of its figuring it also suggests how complicated moral

problems can be in practice. It Urings together the precept
and the example in so concrete a way and with such a regard
for the complexities of behaviour that the main effect is
rarely exemplary in any simple sense. The song from the

Astrophicl and Stella sequence which we examined is character=

istic in that its main effect is to engage our sympathies
and to enlarge our understanding: it arrests the mind

ra-hier than engages the will,

It would seem necessary to allow that literature
does not put moral pressure on the reader in any simple way
but rather by helping him to extend and confirm his unier-
standing of experience within a moral frame, Implicit in
this stress on achieving understanding is a decisive shift
from a crudely kinetic to a more subtle coatemplative view
of art ana of its erfect. A neat model for the latter view

is provided by Ben Jonson's little poem 'An Epitaph on

Master Philip Gray':

Reader, stav.,

And if I had no more to $ay,

But here doti: lie till the last Day,
All that is left of Philip Gray,

It might thy patience richly pay:

For, if such men as he could die,
what suretie of life have thou, and I?

The controlling metaphor of the poem is the idea of arrest.,
For the moment, confrontation with the epitaph stays the
mind from its busy pursuit of getting and spending, from
all that "richly pays” in any immediate or practical sense.
In this moment of arrest the mind is "raised ahove de.ire

and loathing™, to use Joyce's words from A Portrait of the
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Artist, and invited to brood on something 'grave and
B p

constant” in the human condition?%hme the initial

contract to stay and read on bus been entered into, the
relationship between reader and speaker entails not
coercion but the sharing of a deveioping train of thought
and feeling which is pertinent to both "thou, and I",
and which has something of the objective quality of an
inscription on a tombstone. Yet despite this objectivity
the arrested mind is actively engaged and the brooding
is ccloured by morai preoccupations. The tendency of an
epigrammoatic style is towards a chiselled statement, but
Jonson arhieves a dramatic and witty quality by playing
off the simple form of the epitaph against the complexity
of a tone which achieves resonance by its ironical

reserve, and he makes the final line not a clinching
enunciation but a disconcerting challenge: thus, though
the pcem <does not urge the reader to action, it certainly

2
urges the mind to "aftersight and foresight™.

In relation then to the model which this pecem can
be thought of as providing, the idea of imaginative
enlargement nceds to be modified to accommodate the notion

of arrest and of an enlargrmont of moral awareness.

It is an obvious weakness of Sidney's Apology that
it resolutely sets itself aguinst anything but a Kinetic
view of art as energizing the will to action. Nevertheless,
in the course of his discussion of tragedy, when he
renders the Aristotclian "pity and fear" as “admiration and
commiseration” 3idney does open the way to a much more
challenging view of the moral effect of the confrontative
imagination, Shakespeare extends these terms most fruit-
fully in a speech in Hamle. in which Horatie sums up the
effect of the final catascropie. Horatio says to the
enquiring J -tinbras, whose "where is this sight™" implies

an as yet! uninvolved curiosi y.

wWhat is it you would see?
If aught of woe or wonder, cea.e your search.

(v.11.376)




The terms appear congruent: woe and wonder, commiseration
and admiraticen, fear and pity; vet this is not guite the
case, J. Y. Curningham has briiliantly demonstrated not
only the ce¢ntinuity of the tradition of views abou* the
effect of traz.edy frum Aristotle, through Donatus and
mediieval writers to the Renaissance; but also the re-
sonances which the term "wonder®” had assimilated from its

use in the medieval tradition of psychologica. nnalysis.z

Aquinas distinpuishes three species of fear that
may be felt ir relation to external things, namely
amszement, stupor and anxiety. Stupor is caused especially
by the experience of something unwonted. The man who is
stup fied neglects either to judge the unwonted ex-~
perience or to think obout it afterwards: he simply shuts
his mind in fear. But clearly the tragic artist does not
aim at creating & feeling of stupor, for the last thing
he desires is that the reader or spectator should clamp
tight. Anxiety, says Aquinas, is related particularly to
unforeseen misfortunes (such as might be brought about
by tne turning of Portune’s wirterl )., This species of fear
corresponds to the common understanding of Aristotle’s
tragic fear as the appalled recognition that 'There, but
for the grace 0f God, go I'. It would seem to be in much
this sense that Sidney uses the term “admiration”™, But
one wonders whether the response to tragedy is as self-
regarding as this notien of fear implies, "Amazement” or
"wonder®, Aquinas's third term, might seem much more
relevant. The reaction of zmazemant is essentially a
respones tu the magnitude of an experierce, and the men wh
is amazed¢ “shrinks at present from forming a Judgment of
that which amazes h.m, fearing to fall short of the truth,
but inquires aftnruards“?’?h;s would exactly correspond te
what might svem to bLe a writer's legitimate hope that the
reader should submit totally, for the moment, to the

vastness and pain of the tragic experience before him, and

-
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then brouod upon ite implications. It was presumably with this
power of wonder to provoke awed contemplation in mind
that Stephen Dedalus insisted that he, not Aristotle, had
defined terror:

Terror ig the feeling which ar: s2sts the
mind in the presence of whatsoever is
grave and constant in human sufferings
and unites it with the secret cause.

(Toyee p-209)

Not for the first time, Stephen was simply plagiarising

Aguinas,

Of course Aquinas allows that not all forms of wonder
are specins of fear for, as Cunningham says, wondar can
be thought of as "the state of over-powering surprise, the
shocked limit of feeling, which represents either the
extreme of joy or ... ths extreme of fear“.z Shakespeale's
understanding of the word as relating to the shocked limit
of feeling is illustrated by a passage from near the end of

The Winter's Talen, The Firs® Gentleman describes the news

that Perdits is the King's daaghter as producing "a little
amazedness™, and he continues with his report by offering
a more minute descriptien of the reacticn of Leontes and

Camillo:

But the changes 1 perceived in the King and
Cami’lo were very notes of admiration: they
scemod nlmost, with staring on one another,
to tear the cases of their eyes; there was
speech in their dumbness, language in their
very goesturr; they looked as they had heard
of a world ransomed, ov on destroyed: a
notable passion of wonder appeared in them;
but the wisest beholder, that knew no more but
seeing, could not say if the importance were
joy or serrow; but in the extremity of the one
it sust needs be.

{(v.i.11)
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As in the lines from Hamlet in which Horatio replies to

Fortinbras there is che insistence that wonder ia
dependent upon full emotional involvement and on knowing
something feelingly: it is denied to the mere beholder
who knows "no more but seeing". In Sidney's terms the
effect of wonder is such as to "strike, pierce, and possess
the sight of the soul" in a manner that a mere "wordish
description” does not achicve. But not only does the
effect of wonder possess the feelings to the utmost, it
also throws the mind forward, spurring it to a "true
lively knowledge” of ~hat has been felt. Though Fortinbras

finds that he can ce

se his search in a physical serse,
he cannot stop his mind from breoding on the significance

of the scene before him:

O proud Death,
What feast is toward in thine eiernal cell
That thou so many princes at a shot
S0 bloodily has struck?
(v.ii1.373)

Hamlet's insistence that Horatio should absent himseif from
felicity for a while in order fo tell his story "aright"
falls into place in relation to the necessity that the
signiticance of the tragedy should be made known, and the
events truly understood. Likewise Shakespeare's dramatic
device of reporting the "amazedness” at the discovery in The
Winterts Tale acts as a challenge to the mind to grasp
“the extremity" in a way that the messenger does not, and
to brood upon the precise relationship of joy and serrow

in the experience that the play presents.

In this respect, “wonder"”, as an effect of literature
which ever from the first as Sidney said drew *the wild
untamed =its to an admiration of knowledge” (96:27), is
closely related to that wonder which Aristotle recognised
to be the motive for learning and the occasion uf philesophy.

It is especially when the mind is temporarily baffled or
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overwhelmed that it expands and tries to grow towsrds an

vnderstanding of the mystery.

Such remarks may be illustrated by a brief discussion
of the effect of "wonder” in the last moments of King Lear.
The pattern of the final scene is unusual in Shakespears:
the swift and terrible sequence of events leads up to
Albany's attempt, as lhe man of highest rank surviving,
to achieve some sgquilibrium in a speech of "high order®
that is normative to s:ch moments in Shadespearean

29
tragedy:r 7

You loras ard poble friends, know ocur intent,
wWhat comfort 1o this great decay miy come
Shall be applied ... All rriends shall taste
The wages of tneir virtue, and all foes

Tae cup of thoeiy desevving

{V.iit,288¢7,}

But Albany finds that he caanet continue in this vein,

To think of offering iear a remission of the Kingdom iz a

mockery. Just as Albanits eariier pious wish tnar Cordelia
be safs - "The Gods defrnd her!™ « was savagely undercut

fy the fmmediate entry of Lear with the dead Cordelia in
his arms, so here his talk of "comfort” and rewards is
totally inadeauste to the spectacle of Learts mind ciouding,
and ver still thundering, under the injustice whereby

his “"poor fool” is hanged. Albany talks as though & momegnt
of pois¢ has bren reached from which a tentative new

atarty cen be masde in tevms of an Yinpent" quite unlike

Learta “fast intent” of dividing the kKingdomewhich pro-

Yagued the "great decay", PBut the timn is mot "free’,
Learts own death must s31ill be endured; and while
Gloucestor's heart “burst smilingly”, between extremes of
Joy and grief bus at least in the Knowloedge that Edgar
had been "miraculously” delivered, Lear i¢ to die still
Willang and straining to sake Cordeliate lips move by the
very intensity of his desir to see them move. He has
known from the fiist, desp te mirror and feather, that
ahe is dead, but the enormity of the idea that she will

never come again is more than he can bear, As che play
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moves towards his “"promised end” there is no hint ot re-
demption or of "Heaven blazing into the head",Jo nothing

but th2 agony of his continuance on the rack of a desperate

hope and the echoing of his unanswerahrle indictment:

Why shouid » dog, a horse, a rat, have life,
And thou no Lreath at all?

William Eunpsonts cowmment tihat there is at the heart
of the pay "a fundamental herror, an  idea that the gods
are such ailly and malicigus jokers that they will soon
destroy the world"jl points to something esseatial in the
effect of the plavis close, Edrund's failur~ to rewmember

Cordelia soore

y a5 indeed Shakespeare's decision teo

change the spding from that in the so.rce, would seem quite

gratuito. were it not that the very prinsipie of the
play's consyiuotion has been one of a succession of hard~won
respites Lrutarly swept up into worse disasters. This

savagery vith which all pxpeciations of comfort and justice

are br 1ed aside would seem to imyp a pihilistic drive

at the heart of life., Freud has what seems at first a

surprising vomment on the last moments of the play, but a

comment which bprilliantly esoke the monstrousness of the

reversal of expectation which tvhe end achieves:

Reverse the sttuation and it becomes
intelligible and familicr to ué - *ne

Death poddess bearipg 2.ay the hern from

the piace of brrule, like the Valkyr in
German sythale;y. HEternol wisdom, in the
giarb o1 primitive myta, bids the old man
renocunce love, choose death and make friends
with the necvessity of dying.

But it 1s impoessible to cnoose Cordeliafs death or to make
friends with the necessity of her dying. Much has been

written of Lear's patience, but unlike Hamlet he could

hardly be further at the end Fram feeling that "the readi-

ness is all": ihe desperatencss of his loss is all *hat he
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iz left with., As in the Rondanini Pieth where all heroic
pretentions of form are sacrificed to the overwhelming
pathos of a grief in which the two figures merge inte cne,
so here all mthic or redemptive analogies are sacrificed
to the pathos of tne struggle in which Lear, who had
initially desired to crawl "unburthen'd” tow~vds death,

is finally borne dewn by a weight beyond even his strength.

Nevertheless, though there is ne iota ef consolation

or justice in the deaths of Cordelia and Lear, the final

effect of the play is not aihilistic, for a sense of

profound awe mingles wi the grief and horror felt by the

survivoers, Edgar expresses this in his last hushed comment:

The weight of this sad tic we must obeyjy
Sprak what we feel, not what we ought to say,
The olidest hot! borne most: we that are young
Shall never sce so much, nor live so long.

He acrepts the furility of attewmpting to establish "intents",
or even of attempting judgment. Out of his own experienice of
besring much his mind gropes towards an intustion of what
Lear has expericoncsd, and wonder suffuses his woe. Like
Edgar, ithe reader or spectator 5 the play, at the shocked
limi, of feweling, is still impelled to wonaer and even to
pay tribute to the haman capacity, in enduring all, to
suffer all., Like Edgar, we continue to respom te Lear's
vitality esven in it clefest, Yet our wonder is directed too
tawards “the secret couce”, Wordsworth catches something
essential in the spirit of the ending in a passage in The

ﬁier:pxa, s play which owed much to King Lears

Action is transitory - @ step, a blow,

The moation of a muscle - this «ay or that-
TTis done, »iod in the after vicancy

We wonder at ourselves like men betrayed:
Suffering 1% vermanent, obscure and dark,
And shiares the nature of ;nfini(y.}j
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The spectacle of such suffering turns our attention from
ourseilves, or even from the individual sufferer, to what
is "permanent, obscure and dark™ in the nature of things.

Wanton and inordinaie suffering like that at the end of

King t.ear forces us to confront "the mystery of taings"”,
not from the privileged postition of God's spies but as awed
spectators as yet "voung” in the terrible understanding of
what life might bring. As Yeats put it in his essay The
Tragic Theatre, the experience of tragedy drowns all dykes
and in the trance-like intensity of the experience, "the
persons upmn the stage ... greate *iil they are humanity

itsel !\".]‘

As the mind broods upon the clesing cadences of the
play it becomes clear that there is no to.zl abandonment to
the idea that existence is meaningless and “alueless. The
survivors huldle together and we knov that they will begin
anow as best they can. The state, though goresd, will be
sustained Ly Edpgar; and Keut expresses his spiritual ex-
haustion in words that still have a haunting sense not only

of resignotion bLut of respect:

I have a joairney, sir, shortly to go;
My master c¢alls me, I must not say no.

Moreover, we are left with an acute perception of the
nature of goodness, and of evil. We have seen character
after character brousht tn the point where they have felt
compelled to spcak out tor the good - Cordelia, Kent, the
Fool, Gloucester, the servingman, Albany, Edgar, finally

even Edmurci, Thus goodness has been affirmed at lJeast in

the aeonse that we have been mad to recognise its necessityjg
for apart from the “foolish™ love ant loyalty of the char-
acters who have committed themselves without hope of a
reward, there would seem nothing of which we can be Sure
save the horror of consuming appetite, and the foul storm.
The universe may be meaningless, and life may seem barely

to be endured, but if it is to be endured - and Shakespeare
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did not "bLreak up his lines to weep” but drew his breath in
pain to tell the story - then it must be endured "foolishly"

rather than appetitively,

Almost any comment of this sort runs the risk of
sounding like a plea in mitigation, yet it must be made
though nothing can mitigate what has happened, and though

it is on those who have helped him that Lear turns in fury:

A plague upon you, murderer., traicors all.
1 might have saved her ...

‘n a famous letter Keats praices Shakespeare for his
Vegative Capability - his ability to remain in "uncertainties,
Mysteries, doubts, without any irritable rezching after fact

and reasmx".35 Tn writing as he did, Keats could well have

had in mind Shakespeare's own disparaging comwsent in
All's Well on the tendency of the philoscphic mind to

impose order:

We have our philosophical persons te moke
modern amd tamiliar, things supernatural
and causeless, Hence 1t is that we make
irifles of terrors, ensconcing Curselves
into sceming Wnowledge when we should submit
ourscives to an unknown feuar.

(II.4i1.5)

At the same time, bswever, the Keats who describted King Lear
as a "fierce Jdispure’ Betwixt damnat.on and imparsioned
3

E . ey
ciay"’” hardly theaght of it as an amoral wors, [t is

knowledge, not value that is problematic in Sha’ espeare,

The cenfrontative modes of the imaginution, wrought
to the extreme of which they seem cepibis. as in a work
such as King Lear, hold dialogue with our deepest feavs; but,
to revert to Aduinas's terms, they leave us neither in
sturor c~or even in anxiety, It is the mind that demands
cer.iivries that is overwhelmed by stupor and anxiety on

discoveri.s thst nothing is certain. Tre furthest reach of

imaginativs enlargement on the othor hand discovers the
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paradox that because we can know nothing as final,; the
anly condition in terms of which it is bearable to live
is one of hope: and the rest is a silence and mystery

to which we can only submit in woe and wonder,

Tragedy may svem the most prodound form of art,
but in saying this I do not mean to ‘ura my back on my
earlier remarks about the moral marvellous. W. H. Auden
avers, in one of his characteristic discourses by

dichotomy, that there are two theories of poetry:

Poetry as a magical means of inducing
desirable emotions in oneself and athers,
or Portry as a game of Knowledge, a
bring.: ¢ tc consciousness, by naming them,
of em-.:ions and their hidden relationships.
The firs- view was held by the Greeks, and
is now held by M.G.M, Agit~P op and the
collective public of the wor.d. They are
WTONF .

37

The Auden who wrote this would doubtless have classified
Sidney's demands for an affirmative art within a moral
frame together with those ¢i the Gresks and M.G.M., but
it is with more humil.iy that the later Auden smiles at
the fashionable proclivities of those in the modern City

without walls:

“ew now ponlaud a plav that ends

with warmth and pardon the word to all,

as, blessed, unbamboozled, the bridal pairs,

rustic and oppidan, in a ring-dance,

image the stars at their stately bransels.
38

A happy cniding with a conventional distribution of rewards
and prizes is inclined to seem philistine now, but there is
some.iing equally artless about the propriety with which
so mony contemporary works conform to the acceptable
failure convention. Auden might well have enlarged his

scorn to include "poetry as a mcchanical means of inducing




undesirable emotions in oneself and others". Such is the
current store set by realism and irony that there is a
strong temptation to value the visions provided by the
affirmative modes of the imagination, from epic down to
romance and even pastural with its lesser dream of
plenitude and innocence, only for the intrusions into
their somewhit self-contained worlds of an awareness of
pain and insufficiency. But it would be foolish, a crude
modern distortion, to value works in an idealizing mod-r
only for their impurity: ends need nct always be
apocalyptic. It is arguable that one of our deepest
desires is that for justice and order. Thus Chesterton
tells the story of how some children whom he had taken to

gee Maeterlinck's Blue Bird were aggrie. ed "because it

did not end with a Day of Judgment, andé it was rot revealed

to the hero and heroine that the Dog had been faithful and
39

the Cat Taithless™, With regard to Auden's two theoriee
of poetry, it must be remembered that one of the most
jmportant aspects of the game of knowledge is the act of

recognizing and nawing what it is that we truly desire.

From the Seafarer, musing on landsmen wealthy and
wine-flushed, while his ship tosses close to the cliffs
and the gannet screa.as in his ears, to Prufrock, formu-
lated on a pin but rewembering the mermaids' singing,
literature has hoen concerned with man's fate as well as
with hia dreams - and with the tensions that breed between
these. It is with an sye to both the wonderful and the
probable that it strives to achieve a larger understanding
of the human condition, of ‘an, himself balanced pve~
cariously between what R. P. Blackmur has memorably called

40
the numen and the moha,
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Chapter X171
WHAT MAY BE AND SHOULD BE

In the previous chapter we saw the "teaching"”
paradigm moving towards its limits. The poet can charge
the imagina*ion of his readers by driving inwards into
the mystery of life as well as by looking cutwards at the
shining ‘orms of perfection, and the nature of the
response whicrh he calls for is in each case far more
complex than the "kineticism” which a didactic view
envisages, Moreover, the effect would seem to be ulti-
mately of a movement beyond a tight moral frame such as
that within which $idney's Apology presents its arguments.
This is particularly apparent in the value which
Shakespears n practice assigus to vitality and to awe:
confronted with the "infinite variety" of a Cleopatra
who hops forty paces down the public street and who

transforms the bite of the asp to "a lover's pinch,/

Which hurts, and i3 desir'd" {V.ii.296), or with the agony
of Lear in his last moments, the mind moves beyond judgment

to wonder.

One thins I have bocome acutely conscious of in
writing these chapters is the extent to which the notion
of morality becomes slippery within one's grasp. The phrase
forms itself: 'The mind moves beyond judgment to wonder'.
But no sooner has it done so than one pauses to reflect
whether a formulaiior such as: 'The mind moves beyond a
moral view to wonder! would have sounded equally acceptable,
or meant the same thing. Views of art ss teaching tend to
take it for granted that there is a moral code of value
which is fixed and unitary and to which ail right-mindea
men will consent. But things are not this simple. For a
Stoic there is nothing morally wrong in the suicide of a
Cleopatra, Antony or HBrutus: for the Christian there is.

Other issue¢ seem problematic, even within a given frame,
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It is possible, for example, to debate at length whether
one can give moral approval to Hamlet's brushing aside the
deaths of Rnsencrantz and Guildenstern as not on his
conscience, and to debate too whether the play calls for
such approval, Tolstoy is convinced that il was immoral
for Anna to run off with Vronsky: Lawrence retorts that

it was moral inasmuch as it was a life-enhancing action,
Reinhold Niebuhr raises the same issue in a more provoca-
tive way by asserting that at the heart of Greek tragedy

was an uncertainty as to whether the centre of life lay in

its law cr in its vi{ﬂllty.l And to confound the difficult-
jes of conflicting goods and shifting frames of value one
is bound to bump into a well-meaning social scientist who
taxes it for granted that the issue must be considered
within his frame of reference on *the grounds that an
anthropologist told the story of Hamlet to i group of
Africzn clders only to have them applav' the speed with

which Claudius married his broth- '8 widow,.

Henrv James might scem to cut the “ordian knot by
declaring that the morality of any work is z matter of the
amount of feit life in i&‘j But this appropriation of the
word "moraliiy"™ does not get round the facr that a
sympathetic rendering of felt life inevit: ly involves
actors who are "seeing”, or seeking value, and whose lives
can hardly be understood or rendered without some code or

criterin for assessing cheice and commitment,

Let us try to move -lowly forward by picking up the
point which we made in the last chapter that each success-—
ful and coherent wsrk of literature must explicitly or
jmplicitly have reference to a frame of value within which
it orders its uction. And let us itest this assumption

against a w rk such as Sidney's Old Arcadia in which a frame

which was clearly prior to the work is resolutely thrust &zt

our sttention,
The 0ld Ar

structure is governed by Sidney's plainly didactic intention,

adia is meticulously constructed and the
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as the briefest outline of the plot will illustrate. At the
start of the book Pyrocles and Musidorus would seem to be
wmodels of princely promise stepped into the harmonic
perfection of Arcadia, a land characterised by "the moderate
and well tempered myndes of the people” (IV.I). Once in
Arcadia, however, the princes fall one by one in lova and
they consequent!s put the hercic and active life behind
them, That this is to be considered a falling away, despite
their Neoplatonic claims for love, is made clear both in
their long debate on love and, emblematically, in their
lowering their estate to disguise as a woman and a shepherd
respectively. The opening sentence of Book Two images their
love as the deep tasting of a cup of poison which has left
no sinew "withoute mortally searching into yt® (IV.87});
and the subsequent actions show how their passions betray
them into foolish and dishonourable excesses which produce
and are imaged by death and disorder. By the time that they
have been finally imprisoned and condemned <o death, all
"romantic" expectations have been thwarted and Arcadia has
ironically revealed itself as "the place prepared to bee

stage of AThwxEﬁ endles overthrowe® (IV.100).

The political dimension of the plot provides an exact
paraliel to the princes' abdication from reason and
responsibility. Basilius, the ruler of Arcadis, retires
from the life of public activity to a pastoral haven, but in
doing so he dishonourably renounces the responsibilities of
ruling and opens the way for rebellion and civil war in his
country. Thus when the ovening sentence of the Fifth Book
sums up the situation before the final trial of the princes
the judgment that it offers applies equally to Basilius and

to the princes:

The daungerous Devision of Mens myndes,
the Ruynous renting of all estates had now
broughte Arcadia to feele the pangues of
uttermost perill.

(1v.327)

Sidney's use of a parallel plot is an interesting experiment
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and it helps hin doubly to enforce his moral lesson that
reason must overmaster passion and correct backsliding
irn all spheres of life. Inceed he cuts away the preten-
sions of love and honour with such ruthless structural
effoctiveness that Franco Marenco has gone so far as to

describe the Old Arcadia as "a gloomy, almost desperate

& )
book”., This is an extreme Jjudgment which neglec*s the
wit and bumour that leaven the work, but at least it has
the merit of its conviction that the book deserves

serious consjderation,

Cur briefest of summaries of the plot has omitted
any reference to Sidney's treatmont of the love relation-
ships but it is this thar deserves careful attention both
vecause criticism has been unfair to Sidney im this
rosp»ctj amd, more immediately Tor our purpose, because
nis involvement with his characters is so clearly achieved
within his chosen moral frame, We will have time to

consider only the scene in whizh Pyrocles seduces Philoclea.

Pyrocles, in his disguise as a woman, has been
forced to evade spparate attempts at seducing him by

Basilius, ard by Gynecia who has seen through the prince’s

disguise. He manages to trick the couple into sleeping
with each other in the mutual belief that they are
enjoying him. Then, sighing with his own *Impacyence of
desyr® (I‘\-.'l}?), e vieits Mis beloved Philoclea in her
bedchamber. A scene ol powerful rvecriminations ensues in
which Sidney skilfully maintains the Sense of a pressure
of passinsn just helow the surface, Pyrocles protests that
he has heen avoiding Pnilociea only to deceive her father
mnd mother, and ot last, unable to sustain the tension, he
faints at her bedside. Her heart melts and she flings
herself down to hLelp him, In a quick recovery he severs
his ¢velids, revels in her embrace, gathers his wits, and
1ifts her outo the bed, As the Third Book ends Lo is

istanve whiche did stryve

“feighting ageanst a WeykKe r

to vee overcome”.
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It is difficult to avoid & certain facetiousness in

b

telling the story, and Sidney nimself deliberately exploits
the comedy of the situation. He brings out the folly of
love in .n almost puckish way, yet without any touch of
disdain for the foolishness of mortal men. What is most
jmpressive about the scene is the exceptional richness and
batance of his attitude. First he describes the pitch to
which Fyrvocles! feelings are wrought as he goes up to
Philoclea's chamber, For Pyrocles this climactic woment
seems to knit up past and future. All the pains and diffi-
culties which he has endured for this love seem but "to

’ serve for a moste fitt sauce, whose sowernes mighte give a
kinde of Lwfe to the delightfull chere his Imaginacyon fedd
gppeon” 3 @il the greatness of his father seews no more than
“tryfling pompe, Whoese good standes in other menns
Conceipt”y all the possibly painful conseguences of the
consummat ion bie hopes for seem "but as a sleight purchase
of posseasing the topp of happynes” (IV.216), By showing how
larger perspectives impinge upon this moment Sidney suggests
the concentrated intensity of Pyrocles' feelings; and yet
he implies too Pyvrocles! unfounded disregard of those
values which are embudied in the pgreatness of his father
{wito is wltimately to bLe the judge of these present actions},
and also Pyrocles! reckless indifference to conseguences.
Thus in the very act of sympathetically rendering Pyrocles?!

exaltation of his immediate desire Sidney makes clear that

it involves a moral bliminess, Pyrocles has surrendered to
the extremity of that "J yfull payne” which stretches all
the faculties boeyond their limits, and confounds them, with
"5 narming kvnde of Ravisshing them from the free use af
thevre owne function® (IV,Z16),

Sidrey now turns to Phileclea and varies his analysis
of the intricacies of love by allowing her to express the

turmeil of her feelings in a song which begins,

Yertue IBewty and Spevche, did stryke, woundse, Charme,
My Hart, Eyes, Eares with wonder, Love Delighte ...
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and ends,

For nothing, tyme,nor place can lewse,quench,ease,
Myne owne,embrased, scught,Knott,Fyer,disease.

Tre continuocus triple linking is an interesting but not
entirely successiul attemp* to mirror the paradoxical feel-
ings stirred up by a love which Philcclea accepts as having

run a painful course between the poles of virtue and disease.

Even Sidney's more dramatjc passages take their orienta-~
tion from his moral frame. %hen Pyrocles catches sight of

Philoclea lving in her bedchamber, her

beutves i:reﬁ eclipsed with no thinge but with
a fayre smock, wrougiite all in flames of Ashe
culloure silke and golde. lying so uppon her right
syde, ihat the lefte thighe downe to the foote,
veelded nis delightfvll propuriion to the full
viewe: whirh was seene by the h:olp of a Rich Lampe
whiche (throushe the Curteynn»s a litle drawne)
cast suche a lighte upon her, as the Moone dothe
when y* shynes into a thynn wood.

{1v,218)

The description is masterly. The reforenve to the flames on
Philocleats smock evokes with great suggestivensss a sense
of the curving contours of her stretched-out body. At the

same time the flames image Pyrocles! rising nassion which

desires to engulf her, and her own passion which she can
barely suppress. But in the choice of colours - "Ashe culloure

idney subtly suggests the ambivalent

silke and golde” -
gualities of this desire. Tempering the sensuous boldags=

of the flame imuge is the succeeding image of moonlight which
helps to create the sense of Pyrocles standing enraptured

in an enchanted spell of wonder and tenderness. Yet even

here Philoclea's vulnerability is lightly pointed to in the
mention of the “tvhynn wood”, It is in such richly suggestive
tubleaux that Sidney particularly excels, but the passage
grace:ully accomwodates precise Jdescription to a judgment

whi.n is unobirusive but firm. What is mos?¥ impressive about




such passages is the way in which Sidney makes his moral
Judgments inward to the stene which he presents without
their entailing any limitation of his sympathies. Os the costiary,
it must be stressed that it is his firm moral viewpcint

that ensures him a vantage for understanding more clearly

than the lovers themsalves, and that enables bim to

achieve a cocherent presentation.
R Brcet fook ab the cottudong sestoe s of the U8 Rrged o a will pug et thot Fhe appus fe whis hatits
true. At the end of the Fifth Boek Fuarchus condemns the
two princes to death, and impugns their lust with un-
relenting severity. He byushes aside their excuse that
they intended all along to marry the princesses, and he
argues that justive has potliing to do with convesient

resolutions. when the princes plead the force of their

love he retorts:

Yf that unbrydeled Desyr which is intituled Love

E: purge suche o sicknes as this, surely wes
shoulde have many Loving excuses of haveful
myscheefes ... That sweete and nesvenly uniting
of the myndes, which properly vs called Leove,
hathe no other knott but vertue: And therefore,
yI yt bee a Right Love, yt can never slyde into
any aciion yr ys pnot vertuous.

(1v.178}

Th. sternness of tons covers a shrewd and not unkindly
understanding of human na ure, but +he charge is just and
no concessions cen be made. It is difficult not to feel

that Eoarchus's ctiitudes are meant to be taken as

pormative,

Yet the Fifth Paok is dramatically unsuccessful.
This is because Sidn fails to sustain a coherent moral
viewpoint, and pot siwply beciuse he moves over right at
the end into a fairy-tale denouemeat. BEuarchus's conden-
pation judges the princes? passion in a way that 1is
consiztent with the book's chosen frame. And there are
brief fouches in the presentation of the princes in Book
Five that imply a subile understanding of their weakness
that is also censistent with the previous complex

873

o

R ——

-




\

presentation of them. When Philoclea i» > ~ifenced to be
shat up in a nunnery, for example, Pyrocles! jov that she
has pscaped the death penalty is made to mingle with a
certain selfish, yet very human gratification that after
he has been exscuted "none shoulde obrayne the after
enjoying that Jewell whereon hee had seott his lyves
happynes”  {(IV.354), There are moments too when the book
seems tu be driving powerfully towards an ending cor-
sistent with tho severity of the chosen moral frame. I. is
suggested that Euarchus has been Lrought to preside over
the trial by "the secrett working of Tustice™, and Sidney
goes on to sound disturbing depths in a passage that looks
farwaid ir feeling te The Dochess of Malfi, for which

Webster borrowed some of Sidneyt'!s images:

In suchie shadewe or rather pit of Darckenes the
wo,mish mankvnde lives that neyther they knowe

Howe to Uoresee nor whet ts {eare; and they ave
but ivke Tennvs halles tossed by the Rackett of
the higoor powers.

(Iv.378}

Sidney decides, ~awever, in the Fifth Book, to make
great play with the magnanimity »f the princes, and he sets
about enlisting a pood deal of sympathy for the forticude
with which they endure their punishment. He says of them
that thoey, “like Megn in deede”, Fortify their arage Twith
the tyue Bampier of pacysmoe”, and that they are firm in
the belief that no “Humone chaunces can bes coumpted an
overthrowe to hym that standes upon vertue” (1v.3544), Again

at theidr trial Sidney says that the violence of their

magnanimity congquered the expectation of the onlookers "with

an extraorden o svertue” {(IV.350).

In erder tp highlaght the fortitude of the princes

is the prosecutor at the trial,

Sidney makes Philanas, who

suppress the letters from the princesses which might have

led to an amelioration of the judgment. Philanax is alse made

to accuse them with an uarestyained feryoelity. The following
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is the passage vhich takes up the narrative after Euvarchus

has delivered sentence:

Philanax more greedy than any hunter of his pray,
went streighte to lay holde of the excellent
Prisoners: who casting a Farewell looke one uppon
the other represented in theyre faces as muche
unapalled Constancy as the most excellent Corage
can delyver in owieward graces: Yet yf at all
there were any shewe of Chaunge in them, ¥yt
was that Pyrocles was some thinge nearer to
Bashfullness, and Musidorus to anger, bothe
over Ruled by reason and resolutyon.
(1v.380)

There would sees no doubt that we are meant te approve of
the princes' magnanimity and to disapprove of the vengeful
greed of Philanax. And, of course, there is no inconsistency
in showing the princes as more virvuous in their suffering
than in their loving. DBut the presentation of their magnarn-~
imity excludes any suggestion of penitence or of self-
understanding. Indeed, on the evening prior to the trial
Pyrocles speaks the stirring and confident speech of self-
Justification beginning “We have lived and have lived to
bee good to ourselves, and others ..." which we quoted in
Chapter 1, and whose bravura excludes any suggestion cof a
recognition that it is delivered in ux context of "a dead
duke, a ruined Jueen, two princesses dishonoured, and a
tumultuous kingdom ruled by a foreign king".7 After
judgment has been passed too, the princes show no hint of
contrition. Musidorus is merely angryj; Pyrocles is
partially moved towards “Bashfulines?, but this represents
a momentary loss of self-possession rather than a modest
acknowledsment of guilt, as the comment that the feeling

was soon mastered by reason makes clear.

It should be apparent that there is a disconcerting
hiatus between so bland an affirmation of the princes'
rextraordenary vertue®” and the previous subtle presentation
of their human failings in loving. And becauss a particular
frame of judgment has been so clearly wstablisheu in the

previous books it is difficult for the reader _n Book Five
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to conced» ungualified virtue to men whs have achieved

s¢ iittle in the way of self-knowledge.

What has happened is that Sidney's own freme of
judgment has shifted, or rather hs has vacillated botween
frames which have not been clearly enocugh reconciled
to one another. In consequence his characterisation seems
inconsistent and the Fifth Book as a whole scavthing of
a botch, Not only are the princes let off scot-free when
the supposedly dead Basilius reawakens, and without a
single reference to tihe judgment on their passionate
excesses, but Gynecia is happily riunited with the husband
to whom she has veen unfaithful, "all men thincking
(saving onely Pvrocles and Philoclea who never bewrayed
her) that shee was the perfect mirror of all wyvely Love".
Moreover, i: is chance alone, and not the secret working
of justice, that brings about the gratuitous fairy-tale
ending. And it is almost as an afterthought that Sidney
allows in at the end one jolting comment on Gynecia which

recalls h's earlier severity:

S0 uncertayne are mortall Judsmences the same
person moste infamus and moste famus and neyther
Justly.

(1v. 388)

It would seem true then trat without a consistent
use of & coherent frame of values in terms of which to
align his presentation a writer can produce only an erfect
of confusion, It would be wrong, however, on the basis of
tnis recogrition, to suggest thas any particular frame
necessarily has value EEL_LEiﬂLE‘ It is this sort of
supposition that leads the thorough-going Marxist or the
fundamentr moralist to the rejection of all works of
literature that do not comply with his own criteria of
value, The alternative, for those who would try to maintain
a more flexible moral view of literature, is to argue
that the moral quality of any work is obviously more than

a matter of the writer's commitmeut to 2 particular code.
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It would seem caly reasonshle to concede that any

particular frame can e ziten corditioral consent -

v

Coleridye’s “empurar. =suspeasion of disbelief would apply -

or ihe grounds tnar ihe woral value of a work lies not so
wuch 1t its po¥talates as in what the writer achieves
withiin & chosen frame. Again the Qld Arcadia provides
convenient illustration. Consider the following reflections
which are presented jinvst before Pyrocles reaches

Philoclea's chamber:

The force of lLove to those pore folcke that feele
¥yt ys many wayes very straunge, but no way straunger,
then thit yt dotie so encharme the Lovers Judgement,
uppon her that hnldes the Raynes of his mynde, at
what soever shee dothe ys ever in his eyes bes., And
that best beeyng bty the Continuall motyens of oure
chaunging lyvfe turned by her to any otlier thing,that
thing ageane pecometh best. So that Nature in eche
kynde suffering but one Superlatyve,the Lover onely
admittes no positive yf shee sitt still,that ys best,
for so ys the Conspiracy of her severall graces helde
best togethor to make one perfect figure of Bauty: yf
shee walke, no doubt that ys best, {or besydes ye
making happy the more places by her steppes the very
sturrin, #ddes a pleasaunt lyfe tc her naturall
prrfections.
Yf shee bee sylent that, withoute Comparysons ys best,
synce by that meanes the untroubled eye most freely may
devowre the swectnes of his object:But yf shes speake,
hee will take yt uppon his derthe that ys best the
quintessence cf eche woord beeyng distilled downe into
his affected sowle.
(1v.217)

The pressure of Sidney's clear-sighted judgment is apparent
particularly in the description of love as a charming of the
judgment, and in the final remark about the "affected sowle”,
But it is felt too, rore subtly, as an undertow in the
reference to the "Continuall motyons of oure chaunging lyfe",
and to "the untrubled eye" which "deverurs” the sweetness of
its object. Such references enlarge the perspective to
include a momentary sense of the pain that is to be expected
of life, and in so doing they greatly deepen the quality of
the total feeling. Like the references to the lovers as

"pore folecke" and to the strangeness of love they move the
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fewling towards an elegaic and wondering tenderness, The
tone v’ the whele passage is consequently that of one who
has grown wise enough to savour the strangeness of human
1ife and of the delights to be found in it, while yot knowing
that nothing is so unstalle as that whioch would seem to
promise and provide "the by it degree of felicivy™ {IV.218}.
Nothing could be further from these lines thun the gloom
and dospair of the ascetic or the sharpness of the satirist.
What one is offered is an understanding of the joy that the
lover finds in love (a symnpathy so deeply felt that
Shakespeare was to store it until he came to write his
celebration of plenitude in M‘_in(or'ﬁ__w)k and yet also
& perspective in which the intense delight of love is
placed within an encompassing understanding of <the limits
of human love. And the reader is prepured to consider the
contralling judgment seriocusly because it sepms not wilfully
imposed, but almost the condition of the largeness of
understanding which has pesen achieved.

At times, however, the balance of Sidney's tone
momentarily wavers, As he leaves the lovers in bed together

ke says of Pyrocle

Hee gives mee oco syocn to leave hym in so happy a
3 plighte, lest my Penn sighte seeme to grudge,
at the due Bligse ol these pore Lovers, whose
Leyalty hoad bur small respite of theyre [yery
Agonyes,

(Iv.e 2273}

Sidney here looks forward to the looming catastrophe in

whii st the lovers are surprised and brought to Jjudgment, but
in talking of their Y“due Blisse" lie shows ®m particularly
touching sympathy for both thair loyally and their"plighte”.
The word “grudge” graciously nd delicstely reminds us of
the moval frame, but for all the wit of the vpening clause

there would seem to be no irony in the phrase "due Blisse®.

The dilemma which the {J1d Arcadia confronts is a

painful one for Sidney. He clearly respnnds powerfully to the
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joyful rapture which love provides, he feels it as a naturel
prompting and he enjoys figuring it forth; but he also feels
committed to, and he has constructed his plot in terms ol

& disavowal of sensual pleasure and of its atteandant
passionate excesses, Musidorus expresses the dilemma of

the love: with a poignant perplexity:

Though the wayes be foule, the journeys end
3% most faire and honourable.
(1.117)

3idney accerts the moral frame, but his feelings &. times
socem to pull against it. Perhaps it was thir rmbivalence

in fidney's own feelings as much ae any courtly obligation
tc provide a happy ending for his "Fayre Ladyes" {Iv.226)
that led to the retreat from severity in Book Five,

Sidney's structure and his moral commitment marshalled him
the way he was to go with exemplary lucidity, but the
sympathizs which he discovered in the course of his writing,
the ver' sympathies which helped bring his work to life,
proved soncthing of a liability as far as the impeccable

lorie of a moral demonstration was concerned.

The suvggestion that there is a certain ambivalence in

ihe attitude towards love in the Qld Arcadia would seem to

find support from the fact that Sidney, in his revision of
the work, could set abont reversing the direction of the
moral plot as it reiates to rhe two pairs af lovers. In the
revised version it seems, for the alvering of the

climatic love scenes of The Countesseof Pembrokes Arcadia

is generallv held to have had Sidney's authority,q love will
be shown to be truly educative, and the princes will not

*be caught with theijr heroic trousers down".lo Sidney would
also seem to point towards a more satisfactory solution of
the dile wma that desire presents, namely his own equivalent,
in terms of a pag:n =. "iety, of that sanctifying of the joys
of love and desire witain the frame of Christian marriage

which Spenser was to present in his Epithalamion and in the
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romance of Britomart and Artegall.ll Thus when Cecropia
tries to win Philoclesa's love for her son Amphialus the

princess replies:

Have you ever seene a pure Rosewater kept in a
christal glas; how fine it lokes, how sweet it smels,
while that beautifull glasse imprisons it? Breake
the prison, and l2t the water take his owne course,
doth it pot embrace dust, and lcose all his former
sweetnesse, and fairnesse? Truly so are we, if we
have not the stay, rather than the restraint of
Cristalline mariage.

(1.380)

Ye*r it is particularly ia the presentation of Philoclea
in tie Arcadia that a most interestiang reflex of sympathy is
to t. iscerned which has no moiral sancvion. Philoclea is the
most subtly conceived oi all Sidney's characters. The
analysis of the stages by which she falls in love with
Zelmane {Pyrocles), for example, is extremely acute. Her
natural and generous responsiveness, both to Zelmane's qual-
ities and to the devotion which Zelmane feels for her, moves

her to "a most friendly affection®,

which when it had gotten so ful possession of the
keigs of her mind, that it would receave no message
from hor senses, without that affection were the
interpreter; then streight grew an exceeding delight
stil to be with her, with an unmeasurable iiking of
al that Zelmane did: maters being so turned in her,
that where at first, liking her manners did breed
good-wil, now gooi-wil became the chiefe cause of
liking her manners: so that within a while Zelmane
wzs not prized for hor demeanure, but the demaanure
was prized because it was Zolmanes.

(1.169)

The keys of the mind should be held by reason, and the image
implies the mind's need to be shui against what is "unmeasur-
able”., Thus the love which is growing in power in Philoclea
is still shown by Sidney to be robbing her of her proper
judgment and to Ye reducing her to a position of vulnerability.
It is at first only an innocent affection which breeds in

Philoclea from contact with Zelmane, so that though
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Zelmanes eyes would deliver a submissive, but
vehement desire in their looke, she, though as
yet she had not the desire in her, yet should
her e,es answere in like pearcing kindnesse of
a looke.

But the end is inevitable, and as Sidney puts it, "at the
last (poore soule, ere she were aware) she accepted not
onely the band, but the service; not only the signe, but
the passion signified”., What is noteworthy about this

analysis is not only its subtlety but the way in which it
is firmly conducted from within a controlling view of love

as by its nature a manifestiation of infected will.

But it is Philcclea of all the cheracters who feels
and who responds most strongly to the joy of love. When
Pyrocles at last openly declares his passion to her,

Sidney writes of her reaction:

The joy which wrought into Pygmalions mind,
while he found his beloved image was softer,
and warmer in his folded armes, till at
length it accomplished his gladness with a
perfect womans shape (still beautified with
the former perfections) was even suth, as by
each degree of Zeimanes wordes creepingly
entered into Philoclea,

(1.259)

Sidney ¢oes on to describe Philoclea in the next sentence
¢s one of those whns "neither absolutely clime the rocke
of Vartue, nor ireely sinke into the sea of Vanitie™;

but the 2%:;: which he instinctively uses to describe her
joy looks beyond any moral sanctions., Again, when Philnclea
bathes naked in the river Ladon her impact on Zelmane is
such as to spur the watcher to take up a lute and compose
a spontaneocus blason of delight. Sidney says that Zelmane
"began to be with a divine fury inspired” (1.218}, and he
provides a rapturocus description of the inspiration which
takes hold of Zelmane. Again only tho creative joy of art
is adequate to mirror the intensity of the joy which Zelmane

feels,
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Sidney says of the bathing Philoclea in this scene
that she

tenderly moved her feete, unwonted to feele
the naked ground, till the touch of the
cold water made a prettie kinde of shrugging
come over her bodie, like the twinckling of
the fairest among the fixed stars,

{1.218)

She i8 certainly the fairest star in Arcadia, There 's
something forbidding about Pamela the mcral paragon, and
even the Princes - Musidorus in particular - can be

z priggish at times; but Philoclea is the proper goddess of
this fai. plot. Indeed she has something of the self-
sufficient presence of the Arcadian landscape itself, and
she speaks to something as deep in our yearnings, At times
both our and Sidney's own affection for her overspills
the moral frame within which the vhole book is conceivea,
and it is no occasion for surprise vhen Sidney in one

place observes of her,

And alas (sweete Philoclea) how hath my penne
till now forgot thy passions, since to thy
memorie principally all this long matter is
intended?

{(1.168)

I am arguing that in his sympathetic attitude towards
the joys of love Sidney can be seen as tempied beyond the
moral position which he has chosen to endorse. It coull be
argucd that he is tempted towards a more comprehensive
morality. But here we really move on to tricky ground.
Arguments that literature enlarges the moral awareness of
the reader suggest that the act o attention is a means of
discovering structurcs of value, and it seems reasonable
enough to allry that the process of writing may well involve
a writer too in an extension of his awareness and in a
refinement of his judgments: Lawrence argues that it is

precisely the writer's task to create a living relationship
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with his circumambient universe at each mment.l'? Such
arguments, however, imply a highly relativistic view of
morality, ard m'ny vecpln would agree with Graham Hough

when e {lutly declares that any moral view which dces not
have reference to specific criteria is too vague to be of
any practical uSe.lj When Henry James puts such stress ‘on
the adjective "felt” in the phrase "felt life” it would seem
that he, like Lawrence, is really attempting to give moral

content to the act of sympathetic responsiveness in itself.

Such a view is “ttractive, for there is clearly a value in

an act of attentiveness before life which is not immediately

related to considered choice or willed action. But it is
still not clear, on the one hand, how there- can be

attentive understanding without Jjudgment of some kind; nor

——

is it clear, on the other hand, that attentiveness in

jtself can best be described as a moral activity.

H

I am not really sure that much is to be gained by
trying to stretch the notion of morality to include even
a ceiebration of the joy of love. For there is the obvious
fact still to be reckoned with that a good deal of litera-

ture simply disdains a moral frame of reference altogether

and makes no attempt to be attentive before life in

anything that could conceivably be thought of as a moral way.

If man's desires are not to be trusted in a fallen
world the poet may well offer gilded indulgences rather
than true gold, and Gosson, whose attacks on literature and
the stage Sidncy is sometimes thought to have been answering,

seizes on this point:

Because the sweot numbers of poetry flowing in
verse do wonderfully tickle the hearer's ears,

§ the devil hath tied this teo most of our plays,

! that whatsoever he would have stick fast to our

i souls might slip down in sugar by this enticement;
i for that which deligh‘eth never troubleth our

§ swallow ... the poison creeping on secretly without
} grief chokes us at last, and hurleth us down in
i

a dead sleep.
14
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1t hardly needs saying that the vision of a golden

world as we find it in poetry is just as capable of being
at least amoral in effect as moral, A neat illustration
of this truism is provided by the wide range of uses made
in poetry of a single motif, the image of & Golden Age

of innocence and perfection. Men have always looked back
wistfully to a happier and less demanding past - to
childhood e the childhood of the race in Eden. Amory the
most cherished myths are those of a pristine paradise,
among the most recurrent fantasies those of a time when
neither "Adam delved nor Eve span® and where no Cain
disrupted the pastoral harwony. As we saw in Virgil's

"First Eclorue’ this dream could be charged with a
haunting poigr —cy. It could also be raised completely

above regressi.o motives, Dante conflated the idea with the

Christian conception of the Earthly Paradise., In the
Purgatorio 'ie sympathises with the pagan yearnings of
earlier poets and accepts, with a generous instinct

for acvommodation, that such dreams could at best - asn
doubtless in Virgil's 'Fourth Eclogue' - involve a profound
intuition of recoverable innocence, an intuition like that
in the rose-garden of Burnt Norton, "reguiring, pointing

to the agony, Of death and bjrth"‘xi But far more commonly
the motif appeuls to "the idle singer of an empty day”

who does not pretend to offer more than a momentary "womb
with a view", Hormre unashamedly indulges himself in his

much imivated 'Serond Epode’, praising the simple country

14 e which offers all the ease known to the priscia pens

mortalium,and striking s mood which became particularly

dear to the sophisticated courtly ;oets of thoe Renalssance,
men who were often thorouphly urban and middle class,

tirod of the strains of intrigue and patronage, and not

in the mood to "sing high end aloof";

Libet iacere modo sub antiqua ilice,
modo in tenaci gramine.

labuntur artis interim rivis aquae,
gqueruntur in silvis aves,

fontesque lymphis abstrepunt manantibus,
somnos quod inviter levas.
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{what joy, beneath some holm-ocak old and grey
Or on thick turf, one's limbs to lay;

While streams past toppling banks roll down their flood,
And the birds creoon in every wood

And fountains muimur with their gushing streams,
Sounds that snall sooth to sleep and dreams.)

16

Here the features of the locus amoenus are rehearsed with a
soothing deliberat~ness, with the "awareness of the 119"17
kept delicately just below the surface. Robert Graves was
perhaps moved to an unnecessary tartness by uneasy memories
of his own Georgian past when he dismissed this species of
graceful gesiture as expressing merely "a jaded city-dweller's
nostalgia for simple country joys, or a dispirited labourer's
for the frujt-eating innocence of childhood”.lS But then the
motif itsell could be used wi'h a certain tartness. In a

stock varimtion the first age beco.mes one of free love in
an erstic asturalistic paradise - a variation attractive

to Donne, and one which Marvell wittily exploited in his

description of the gorgeous clusters of the vine wh1icr crush
themselves upon the lips, and of the "curjous peaches”

which reach themselves breast-like into the hand.19

For one man the golden world wrich art delivers is truly
the lost Eden, for another it is the land of lcckaigne.
For the poet of Sidney's day it could equally amount to a
place at court or the favours of o lady: innumerable
Rennissance poets praised their rulers or patrons as the
instigators of a .ew Golden Age, and Sannazaro imagined the
great sequence of the ages starting afresh in honor of

-
2
Amarantate birthday.

Sidacry himself faces up squarely to this difficulty, for
indeed there would seem to be no way of answering the
argument that poetry, with its "sirent's swepetness", is just
as capatle of "drawing the mind to the serpent's tale of
sinful fancy® {123;7) as of “"bestowing that in colours upon
you which is fittest for the eye to see” {102:29). He

frankly admits that the poets do not limit their imitations
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to objects or desires which will guarantee a moral effect:
he allows that "not only love, but lust, but vanity, but
..s Scurrility, possesseth many leaves ot the poet's books"
; (125:18). He even recognises that
Poetry may not only be abused, but that being abused
by the reason of his sweet charming lorce, it can
do more hurt than any other army of woros.
(125:33)
His defence is to stand firmly by the idea of abuse,
and to insist that it is not portry which abuses man's wit,
‘ but man's wit which abuses poetry., He rightly puints out

that any form of learnivg can be abused: the skill of
medicine can be vsed to produce the most virulent poisons,
the forms of law can be used to foster hor sble injuries;
even the philotophy of Plato which lays the charge of
scurrility upon poetry authorises comsunity of women and
homosexual love. Sidney sums up the case with a character-

istically pertinent and concrete epigram:

With o sword thou mavest kill thy father and
with 7 sword thou mavest defend thy prince

and country,
{126:12)

Abusus non tollit usum is a just enough reply. Indeed

Aristotle had defendes rhetoric against the Platonic charge

of sophistry by arguing in almost jdentical terms that,

If it be objected that one who uses such power
of speoch unjustly might do great harm, that
is & charge which may be made 1in common against
all good things except virtue, and above all
against things that are most useful .
(Rhetoric: 135%,b)

2

This reply does cecncede, however, that the moral defence of

poetry is prescriptive rather than descriptive.,
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