It follows that an investigation of those qualit-
ies in poetry which make for the effect of imaginative
enlargersnt cannot stop short at the idea of the poet

as teacher. Nor, as we shall go on to argue, does Sidney's

own Apology contain itself complotely within a moral

frame,
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SECTION TWO : THE POET AS MAKER

If workes of literature need not have a moral conter
or moral effect, we must look for other qualities which
contribute to .he eoffect of lmaginative snlargesment that
seems common to all successful works of literature. The
traditional view of the poet as maker whi-%™ “idney
endorses and I think extenis, would seem to provide a

useful starting point for this furthber discussion. But

Sirneyv's views on poetic making are so bound up with,

or beund in by, his moral an. rhetorical assumptions that
the interest in the first .wo chapvers of this section
will lie #% much in observing the way in which & vecog-
nition of specifically aesthetic qualities slowly
struggles to rmerge as in extending the notion of
imaginative enlargement include aesthetic considera-
tions. There is of course tha danger of reading back

into Sidney fashionable modern views; but there is, as

1 have suggested, an opposite danger in condescending to

4 work such ms the Apology an’ in assuming hat it is

raive and lacking in complexity.

1 begin then, in Chorter IV, by censidering
Siunoyts notion of “making' in reletion to the sumplex
of sdeas sbout teaching or persuading through feigning
which were ssvciioned by the rhetorical convention that

dominated Elizabethan literatu,..
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Chapter IV

THE TRUEST POETRY 1S THE MOST FEIGNING

Sidney's passage on the golden world deliverad by the
poets, which we took as our satarting point, deserves
closer attention. All cther forms of learning, he argues,

are dependent upon nature,

Only the poet, disdaining to be tied to any
such subjiction, lifted up with the vigour
of his cwn invention, doth grov, in effect,
into another nature; in making things either
better thap nature bringeth forth, or, quite
anew, forms such as gever were in nature, as
the hevves, demi-gods, cyclops, chimeras,
furies, and such like; so as he goeth hand
in bard with Nature, not enclosed within the
narrow warrant of her gifts, but freely
rapging only within the zodiac of his own wit.
Nature never set torth the earth in so rich
tapestry as divers poets have donej neither
vith pleasant rivers, fruitful trees, sweet-
smelling flowers, nor whatsoever else may
make the too-wuch-loved earth more lovelys
hei, world is brazen, the poets only deliver
a golden,

{100:21)

Sidney's words build up to their climax with such rhythmical
assurance and liveliness that the momentary catch in the
phrase "the too-muchb-loved earth” is hardly noticed. But
though the phrase provides only a slight check, it seems

to indicate something eepiy ingrained in Siuney's
consciousnnss; it represents an almost involuntary meral
reminder that the loveliness of pleasant rivers and
sweet-smellire “lower is, in the last reckoning, seductive

and insubstantial,

Given the moial tenor of Sidney's whcle argument, it
is extremelv signi’ icant that the moral catch should here
figure as intrusive. Nor can the intrusiveness of the

reminder be argued sway on the grounds that there is a

it
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difference in kind between the pleasure provided by the
too-much-loved earth and that provided by the poet's
richer tapestry: “"more lovely" implies no suggestion
that what was a temptation has been transforaed by the

process . f art into something morally sanctioned,

‘n & similar way the re. der tends to be 30 swept
along bv the mounting energies of the passage that he
does not pause to consider the dubious relationship,
within the arpument, of the furies to the fruitful trees,
or af the pleasant rivers to Pylades, who is adduced in
the next paragraph as a further example of the peet's

power of bringi forth his images witn the wonder-

inducing "force of a divine breath™, Jt would seem that

in his discussion of the artist as surpassing the works

of nature Sidney produces quite different, and possibly
incompativlie, kinds of example. On the one hand ue pusits
the poet ar offering moral examplars -Pylades the

constant friend, Aeneas the man excellent in every way,
Cyrgs the rirht prince o "make many Cyruses, if [;337
will learn aright why and how that maker made him"(lOl:zl}:

but in the ¢olden world passage itself his response would

appesr 1o be at lesst in part to something othsyr and

o dmmediate 1n the effect of art, to the

perhaps
enthralling ricohness ol the poet's tepestry and (o rhe

divers furivs, cyclops and h @meras,

inventivencss which

no less thoa

Sidpeyts deeply committed moral idealism would seewm

sinst thisz other olement in his response, When

to pull
fir laéter echo-s the verb "ranging®, which he has used so
temarably of the port "freely ranging only within thn

i% own wit”, he hedgos it around with gualifi-

suliac of

tATions:

P pants vanf e, only reired with learped
retion inte the divine censideration of

disg
what may be and should be,

{107 30)
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The effect of the argument turning in again on its moral
bijas is not only to introduce a check akin to that in
"too-much-loved”, but to shift the stress from the
heightened guality of the making to the nature of the
content. This, Sidney hastens to declare, must be
"substantial®” and not "wholly imaginative™ -~ which puts

the Sweet-smelling flowers in their place but leaves the

cyclops and chimeras completely stranded.

Of course Sidney was not writing a philosophical
treatise, and it is only to be expected that at times his
persuasive purpose should have made him ready to forego
consistency for the sake of immediate rhetorical effect.

Thus at one stage he says of Plato, with the lon clearly

in mind, "He attributeth unto Poesy more than myselfl

do, namely, to %e a very inspiring of a divine force,

for above mants wit” (13 :7). That this was Sidney's

personal conviction seems supported by the fact that the

Astrophel =ni $tella sonnet, 'l never dranke of Aganippe

well', disclaima inspiration with a good-humoured

pertness: -

Some do 1 heare of Poets' furie tell,
But (God wot) wot not what thev meane by it.

(r. ms,p.204)

Nevertheless, Sidney is quite ready in the peroration
of Jhe Apology to conjure the reader to beii-ve with
Landineg that the poets are so beloved of the gods “that

. . s e
whatsoeve © they write proveeds of a divine fury \lQZ:U).

Sidnev is not above an almost mock-heroic

In the ALC
flouris«h., But the uncertainties in the argument which we
have just been consi-Bring are of a guite different order
of significance, and they open up interesting guestions as
to what indeed it i% that makes for the wonderful potency
of &rt.

It is significant that the golden worid passage

occurs not in the main body of Sidney’s argument, but in a

101
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preliminary section based on the "etymology of the poet's
names”{(101:730); and Sidney's immediate concern in the
passage is with the poet’s right to the name of "maker", The
jdea of making has a great prominence in the Apology. It
is central, for example, to Sidney's discussion of what
constitutes a "right poet”.

One mid-sixteenth-century development among the
Northern Christian humanists was the attempt to counter
growing seculav trends in literature and in thought,; and

to give status to poetry in the race of its detractors, by

cultivaving the idea of divine poetry as a special kind.
Sidney's contemporary, the French poet and critic du Bartas,
graced the didactic element in poetry by placing it under
the special aegis of Urania, the Christian Muse; and

Milton was later to invoke the same figure a+< the start
1

o1

of P Sidnoy, on the other hand, goes out of

Wis way in the Avology to distinguish divine poetry as a

di

geparate kind; but he explicitly excludes it from his
considerations, contining himself to a defence of "right
poetry”, In part this represents a gesture of genuine
humility, It secems typical of him that, having argued the
superiar v of the post to the historian and to the moral

philesopher, he should add the Zirm rider

as for the divine, with all reverence it is
ever Lo be excepted; not unly for having
his scope as [ar beyond any of these as
eternity exuvesmicth a moment, but even for
pas 1 of these in themselves.

sing eac

{100:17)

But Sidney has equally important reasona for excluding
divine portry: he want:s to defend "right poetry" upon

jts own terms and without any 5 prieri divine sanction.

And Sidpey's noiion of "right poetry" is an interest-
ing one. At first, the distinctions which he is making
between right pootry and other kinds might scem to relate

the poetts imitation, that is to subject

to the object wf

- o e




matter: divine poety "imitate the inconceivable excellencies
of God"; the second kind of poets deal with "matters

philosophical”; right poets imitate "what wmay be and should
be® (101:3«“3, 102:1% and 37). This is the way that

William Webbe, in his A Discourse of Englishe Postry of

1586, distinguishns batween vatss, who are concerned with
"grave and necessary mastters®, and poets or makers, who
eing "of love matters, or other lighter devises”.? But
Sidney's distinceion between the second kind of poets and
right poets depeonds rather upon the manner in which subject
matter 15 treated, as is perhaps indicated by the fact

that he does not use the term "imitwtion™ in his discussion
of the second kind of poet. Writers who simply philosocphise
or present their ideas on any subject, in verse, are not
right peoets because, in Shiney’s words, they remain
"wrapped within the fold ot the proposed zuige.t” and de

heir/ own invention”. Sidney goes

pot take "the conrse of
on to make it clear that this peetric invention i3 a matter

ttily in his next paragraph that,

of "feigning”. He argues wl

it is not rhywing and versing that makein

a2 poet - no more than o long gown mokeiin g
sdvovate, who rtlisugh e pleaded | 2T
should be an advecate wand ny 5o Py Ta

it is thet feipning nogabla

virtues, vices, or what ole.

delightful teaching, whion o right

describing ncte to knos a pogi by, .
{109:2¢)

sidney is here repeating the detinition he has just made

of "ripght poeis” as those who "make to dmitove, and imiture

Bboth to delipght and tessh'p so Tmake to dmitooe’

3 oand an thelr

coterminous with "feigning notable imager
tuvn "feipning”, "making and poeiic "invention” are
synonymous with one another. Like Aristct le, Sidney believes

that the tight poet, defined not i torms of his intaptions

vut of (o wmanner of his oper
Moreover, it is difficult not to feel

avions, is in essence o maker,

s 3
one who feigns,

103
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that the parenthesis, “"with that delightful teaching",

is a concession tc S.dney's overall moral view rather than
a point assential to the distinct.cn ir hand, particulaily
as Sicney seems to give warrant for thinking of content
and form separately by his careful "gradation" in which
he talks of the poet as making in order to imitate, and
imitating in crder to teach and delight. At the very least,
Sidney i3 again clearly quite unaware that as fer as his
moral argument is conceraed he has thrown the cat among
the pigeons, or ihe chimera amon; the Cyruses, with that
casual afterthousnht, "notablc images of virrues, vices,

or what clse™,

The iden that poetry is characterised simply by the
act or feigning is macde play with right from the opening
pages of the Apology. Thus Sidnev claims Sclon as in part
a poet because he used "a notable table” {(97:8); and
he "rgues that eoven Plalio had a good deal of the poet in
him because he wrote in feigned dicl.gues, and provided
both poetical describing and interlacing tales such as

that of

Gyges!' Ring, and others, w» 'h who xnoweth not
to be flowers of poetry dic never walk int.
Apollo's garden.

(97:19)

The classical historians tco, “entered into the gates of
popular judsments® only because they had taken "a great
passpor: of poetry"” (97:32}, for guite apparently their
passionate Jdescriptions uf battles they had never seen
and of speeches they had never heard are no morc than

feigning.

It is in the section of the essay devoted to "the
etymology of the poet's names”, however, that Sidney's most
important treatment of the idea of the poet as "mak~r"
occus s, Herc Sidney urges the uniqueness of the poet's

activity: the poet 7ilone, he argues, is not tied to the




works of nature for his object, but is free to deliver
his own golden world, his own perfected images. That

Sidney sets special store by this claim is clear from the
fact that when he moves on to what he calls his “wmore
ordinary opening” {namely the typical Renaissance confla-
tion of the views of Aristotle and Horace in which the
poet is thought of as imitating in order to delight and
teach) he regre:s that this more orthodox approach will
offer "not so unmatched a praise as the etvmology cf hac
names will grant"., The implication is that the preliminary
‘ arguments on making are particularly well considered

and close to Sidney's heart. But what is surprising is
that Sidnoy should seem to give the iwpression that the
discussion of the poet as maker is only supplementary to
the main body of his argument. For it is not. On the
contrary, his siress on the poet a> maker remains absolutely
essentinl to his central claim that the poet is " he most
effective teacher nof all. It is precisely the poet's
power of feigning that sets him above the historian as a
teacher, for the poet alone is free to feign an outcome to
events such that the valiant Miltiades is not left rotting
in his fetters, Then to , the poet is superior to the
philosopher because h» i not limited to bare precepts but
? can feign "notable i . «s" of vice and virtue which will
move effsctively mon v.te aind, Such images have this

power not werely to. use they are simplified and heightened,

but because they #re feignued images, speaking pictures
i which "straike, pilerce ¢;n37 posses: the sight of 1he soul”
(107:15;.
1t is nereasary to be rlear about what Sidney under-
stood by poetic making. Inevitably one finds him in places
i thinking of cowposition in terms =f the model provided by
i traditional rhetorical teaching, and particularly in

relation to the techniques of inventio, dispositio and

elocutin, The first two of thess processes were conducted
wnder the shared aegis <+ roerovic and logic {at least until
Ramus made them the | . lopic slone) and they

ey : consisted in finding matter and arguments - often by recourse

10%
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to such systematic aids as the "topics of invention”,
which included definition, division, comparison with

things greater or lesser or equal, and the noting of

antecedents and incompatibilities - and of arranging this matter
in the best way to support one's proposition or guiding
idea. Elocutio, in its turmm, was the use of tropes and
figures to make the presentation eloquent.“ n Sidneyts
own rendering of this idea, the poet begin:t with an "Idea
of fore-conceit” which he proceeds to "f.gure forth®” using
all the appropriate techniques and d:vices, and following

the course of his own "invention”.

The influences of formal rhetorical training are
everywhere to be seon in Sidney's writing. The Apology
itself is bmilt up in a seven part progression suitable
for a laudatory ora&iuﬂ?and in the Arcadia, speeches such
as those of Musidorus and Pyrocles in their debate on love,
or the whole forensic climax of the final trial, provide
almost medel tex:s for illustrating the way in which the
#ropics™ ~an be used for developing procfs in argument.
One of the main differences between Sidney's prose styls
and Lyly's euphuism is that Lyly tended to use the "topics"
less rigorously, ant generally onlx‘? means of achieving
dmplificutiun.h As far as clocutio was concerned, it us
vignificant that John floshins itlustrated his Directicns

for Sprecth and Style, a work concerned mainly witli the

writing of lettors, with examples from the Arcadia, because
it exemplificd "all the fijures of rhetcric®; and Abraham
Fraunce used Sidney's poems in his Arcadia Rhetorike to

. - 7
{llustrate a complete range of traopes and rigures.

But clearly if Sidney was thinking of "muking® oaly
in relation to genera' rhetorical practice his gistinction
Between vhe poet on the one hand, and all v. species of
philosopher on the other would coliapse, together with the
notion of the right poet. Fer rhetoric and its tools are
egquiaily tr- property of philosopher and poet, Sidney well

knew that tne poet's means and those ot the rhetorician

R e
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overlapped to a large extent, but he ended his discussion

of the deficiencies of contemporary writers by saying,

Mathinks I deserve to be pounded for straying
from Poetry to Oratory; Athoug§7 both have ...
an affinity in this wordish consideration.

(139:35)

As we have seen, what characterised poetic making for him
was the fact that the poet not only drew on all the resources
of rhetorical heightening, but delivered in addition a
notable image, a Fiction or a fable. Sidney says at the
outset of his argument that it is "high flving liberty of
conceit” and "exquisite observing of number and measure
in words” tha: are "proper to the pnet” and seem to awbody
almost a "divine force® {99:3f). Significantly it is
precisely in free feigning and in versifying that poetry
goes beyond rhetorical practice, and of these,versifying
je, as it were, only an optional extra, Again, much later
in the argument, Sidney makes it clear that he is fully
aware that these two are the independent aspects of poetic
making, for when he outlines the nature of the enticement

whirh the port offers he says:

He cnmeth to you with words set in delightful
proportion, either accompanied with, or
prepared f4r, the well enchanting skill of
music; and with a tale forscoth he cometh
unto you, with a tale which holdeth children
from plav, and old men from the chimney
corner,

{113:27)

Rhetoric will help the poet of course, but feigning is his
own proper province, In similar terms, though with a gesture
towards didacticism thrown in for good measure, Ben Jongon

affirmed:

He is called a poet, not he whichk writeth in
measure only, but that feignsth and formeth
a fable, and writes things like the truth. For
the fable or fiction is, as it were, the form
and soul of any poetical work or poem,

o . .
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Brian Vickers provides & necessary qualification of
Hosemond Tuve's claims for the imparvtance of logical and

rhetorical methoeds in Elizabethan cowmposiiion when he

affirms tirat in the final count the poetts eye, except in
long speeches counceived as arguments, is "fixed on his
characters and their inter-action not on his categories

or preditamvnzs".g

Aristotle provides a clesrer distinotion between
poetry and rhetoric in claiming simply that persuasion

characterises rhetoric and imitation poetry: this makes

Jmitati ioproper end in 1ts own eight, But Sidney had

’ token aver fro riietaric his triple criteria of delighting,
teal ing o TN snd he was committed to the idea of
poety wratly coercive, In consequence he never guite

manages to 1hink of felgning completely or consistently in

its own terms. “oreover, by the sixteenth century postry
nad been thoupght of in relation to rhetoric for so long

that many aspects of what we weuld think of as fiction or

imitetion had been absorbed by rhetoric, There was, for
example, the medieval precedent of Matthew of Vendfme,

aglmost hall of whose treatise is taken np with 8 considoeras

tion of btio, an aspect which had re oived only

sing tovatment in the classscal vhetorician: whio had

considered it as a {igare of thought., By such meigcs o

amplif _avion of rich and ornamental details is taken

the wing of rhetoric and descriptions such as that of the
N .10

locus amoenns dre given a new status as 1opod.

a

Even scical rhetoric, however, enarpid or
atvle vivid with images"ll was highly recommended as a
moans of achisving both olirity and emctional force.
Sidney bimselt vsaes w orelsted and extremely important
rhatorical ters in arguing thar the power of the poet's
perfect picture and Jhe "true lively knowledge" which it
creates depond vpen the "Yorveibleness or energia” (138:2)
with which it is feigned., He meokos rh.s point in relation

te nimerous love poems of his acquaintapve which wor .d
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move no misiress to anything but boredom. Given the
courtly context in which love poems were produced,; a
context in which it is difficult to think »f | rems of
seduction simply as pragmatically intended mesns to an
end, 1t would almost seem that in his adsocacy of
apergia Sidney if commsending the vigour, passion and
immedisacy of the poet's feizning for its expr- ssive

rather than fo. its persuasive power. It is clearly

wimost impossible in practize to ke > the -wo functions

apart, whether by bLreaking off slocu; from inventio

and disposiric, ar by breaking off poes v from rhetoric,

or by thinking of form apart trom conter .

A caurion i§ necessary. Despite mey's remarks

on feigning and on liveliness, and despite his famous

comment on the poet ss coming to you with a tale "which

holdeth chaldren from play, and old men from the
enimney corner” {(113:929), verms such as feigning and
Firtion in his argument cannot simply be thought of in

@ onsusl e as pointing to what we might be tempfad ¢

think of as the stamdsard form of fiction, which is to
say a continneas, alpost self-sufficiony narrative, wi

and & naturalisiic consistency.

conying g
On the centrary Sidneyts views are $o constantly relat

to the idea of movaing that they might sess to leasve

tittie roum for anytling like narrative in this modern
sense, When, tfor example, in the course of his discuss

emphasiyes the importance of a

of admwonit vy forms,

e Tt Bt 4 CoNVInCArn immediacy will hel

e eud
ta aviiieve. Thuas

serming suhicolma

typos, figures such as the faelfewise

bham has own Hoombus frow The Lady of May

(197:1%) ot
|

Holoiernes from Love's [abour's tost are exawples,

3

th

el

ion

i mirroving, he docs so enly in relation to the

P

1 b scussion of cortain stock comio

Brer?

3

Sidnes fnsists that the ro' s should be played "ratural 1y

Butr bis concern is that such figures should not be

ATOB:

appernted for the sake of winning laughs trom




the pit, and bhence lose their instyructive potential. He
quite clearly «ccepts that they should be recognizably
types, which is to say instauces of common fuibles,

exaggerated and heightened for the purpose of delightful
teaching by all the means at the poei's command, Nature's

vain schoolmasters are no more thin tedious and boring;

the schoolmasters that the poets deliver parade their

H follies and warn us away ‘rom affectation through "the
posterior of 1297 afternoon” that is always goclden. Again,
when Sidney argues that the writer of comedy should figure
forth the intricacies of "priva.e and domestical” matters,

so that thie reador or spectator mayg

{ get #s |t were &n experience, what is
H to be luoked for of a niggardly Demea,
»f a crafity Davus, of a flattering Gnatho,
H of a vainglorious Thraso; and not only
to know what effects are to be expectred
but to know who be suua, by the signilying
badge given them by the comedian ...
{(* 7:20)

his comment might se.m to call for a frrm of represencatior
grossly steoped in brazenness. Nut in his remark that the
successful comic port makes his ~~mic figures so actual

to the imagination that i: is as if he gives them a
"signifyving badge” he is referring directly tc the common-

place of rhetorical teaching that "circumstances need
io be set ferth with a proper substantiality.l2 Sidney
bad himselt translated a long section of Aristotle's
Rhetoric, and he nust have taken to hear¢ the passage in
which Ari1stotle discuss: s the means by which "actuality”

is to be achieved:

i We must now explain what we mean by 'setting

things hefore the eyes', and by what means

this is effected. This 1x my definition -

those words 'set & thing before the eyes',

which describe it in an active state. For

H instance, to say that a good man is ' four-
square’ i¢ a metaphor, since both the man

1to




and the sguare are complete; but it does
not describe an act.ve state, This phrase,
on the other hand, *in the flower of his
vigour'; or this 'at large, like a sacred
animalt!, - are images of an active state.

13

In Aristotle's view the means for achieving "actuality"

can a!l be related to qualities of style. Not surprisingly

writersg of 3.idney's age tended to think of dramatic

immediacy as one means among others of achieving a moving

effect.

whicn
would

vivid

Sidnev lecliare himseif contemptiuocus of "matter

never was tegotten by knowledge” (133:7), and he

not

have cvommended for its own sake anything like

descr.ipriveness, Indeed it is difficult to find in

Renaissance literature a passage -uch as the followinz

from Roger Ascham's Toxonphilus in which cbservation seems

to ve a.most an end irn its

¢

Tha* merning ‘he sun shone bright and clere,
the wind was whistelinge a lofte, and

sharpe accordynge to the tyme of the vear.

The snowe in the hiye wayw Laye lowse ana
troden wyth horse feete: so as the wynde
tlewe, 1t toke the jcwse snow with it, and
mude it so slide upon the snowe in the felda
whyche was harde and crusted by reason of

the frost sver nyght, that therby I myght se
verye uwel, (he hole nature of the wynde as

it b.ewe that daye. And I had a great delyte
and jlensure to marke it, whych maketh me now
far heiter to remomber it Sometyme the wynd
worzzd be noL past teo yedid broide, and so

it wold carie the snowe as far as i could se.
Ar ¢ ior tyme the snew woold blowe ouer halfe
the feldes at ones. Sometviae the saow woulde
tomble sofily, by and bty it would flye
venderiuli fast. And thys I percoyved also
that the wind goeth by streames and not hol ¢
temither, For I should se¢ one str ame wyth an
a Scsre on we, than the space of twe score no
srus would stirre, but aftor so much quantitie
of greunde, an other streame of spow at the
same vory “yme should be ciryed likewyse, but
nnt eq.ally Nor it flewe not streight but
sometym~ .t crooked thys waya sometyme that
waye, and scmetyme i* ran round aboute in a
compase ...

(English Worke, p.1.2)
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Even here though, Ascham i3 not observing the wind with

complete disinteresiedness, but as an archer; and the
passage leads up to the practical conclusion that, "The
more uncertaine and ‘isceyvable the wynd is, the more hoade

must & wyse Archer gyve (3 know the gyles of it".,
Benaissance literaturs is ™l} of memorable and
strikingly nocurate details., One thinks, for example, of

the don to which Spenser's brigants caryy Pastorelle, 1it

“with continuall candle-light, which delt/ A doubtful:

sva8c of things, not so o« L1 seene, as felt™ (VI.x.42)y

1 or ol 2he descriprion of the wrecked ship at the start of

A

cad

s s«hi , or rather the carkas of the shippe,
or ratier some 2w bones of the carkas,
nuiling there, pasrt hroden, part burned,
part drovasd: death Gaving used wmore than
oy lart to that destruction,

(1. 9}

Pt aluos invariably, and always with Sidney ant Spenser,
what stiikes one on reflection sbrut such dotails i3 how

obviously they act os "evidences” and subserve a largex

"

*figurative” purpose. Even the most "paturalistic” touches
ir Shakespeare!'s plays, 10 be rightly interpreted, need to
he Seen jof A8 more Scene-painting but in relation to a

coi fideredd "fipurative” otffect. A good examplo 18 Marcellus's

fanous descvistion, in the baettlement scene o
the dawn ip v e .pt mantle®, which no less than the des-
cription of the temple-haunving martlets in Macheth proviies
an image of normative naturalness setting ef'f the woral
and physical cloustrophebia of the surrounding action.

What this vwally boils down to is simply the recoge

nition thav successful art, howevsr such it may struggle

to concen' its art, is ncver artless. Petasls in a work of
art are seldam merelv ornamental: tney are invariably chesen
by the vijter in order to achisve & puvticular effect,

Sometimes, the intended offeci is clearly signalled, Sponser,
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for example, unashamedly calls attenticn to his moral
intention which is the overt structural principle of his
work, as in the following comments in the Sixth Book of

The Faerie Queene:

For aii that hetherto hath long delayd
This gentle knight, from sewing his first quest,
Though out of course, yet hath not bene missavd,
To shew the courtesie by him profest,

Euen vnto the lowest and the least.

But now I come unto my course againe,

To his atchieuems1 of the Blatant beast ...

(V1. xii. 2)

Spenser ocpenly admits that the central storv has been long
neglected w-cause the necessity of -howing Calidore's
courtesy to the lowestand the least was more important to his
moral purpes- than simple narrative continuity. Similarly,
Sidney, for all his talk of the poet's entrancing tale,
tends to think of works as realizing their momentum not
through a convincing narrative se much as through an
accumulation of vivid vignettes and vigoro.s tableaux which
crearly serve an over-riding purpose. Again and again he
instances & scenc rather than a sequence: "Let bui Sophocles
bring you Ajax on a stage, killing and whipping s eep and
oxen," he says, "and tell me if you huve not a more familiar
insight into anger than finding in the schoolmen his genus
and diffouwnce"(lok:g What matters is that each episode -
whether it present Kalendar's house, a vain schoolmaster
or the fury of Ajax - should grip the mind by its emblematic
heightening, and be forcibly conducive to the moral
intention,

Sometimes the intended effect is left implicit, as
in the lines from Hamlet to which we referred, and as is
generally the case in a good deal of realistic modern
fiction: yet a moment's reflection makes it clear that the
successive opiscodes and detajils in a work such as §2£il£ﬂ
Lovers, from the description of Morel cutting fusesa to
that of Miriam on the swing or of the ageing Mrs Morel
puffing as ste climbs the hill, all exist in relation to the

necessity of lLawrence's thematic 1nzentions.lh
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Sometimes, however; a work may seem to disavow any
intentional effect; yet it remains true that ic wsust
necessarily “discover” some artvistic form., HWowever
fortuitous the details of which a work is constituted
may seem, they have been selected and endorsed by the
poet for expression; and if the work has the coherence
which we expect of a work of art it is possible for us
to think of some conscious or unconscious "iniention®
cn the poet!s part ag controlling the process of
selection and expression, This argument is no more than
a necessary extension of osur earlier remarks about the
poetts frame, The practice of imitation or of rather
loose translation as the Elizabethans understood it
provides a useful model far considering this point. Each
new sec.ion of the work toe be renu:ced presents itsell
simply with th» nred of being expressed. But the imitator
who is worth his salt dees not set oput to give a literal
rendervim; he atterpts to bring out the quality of the
original as he understands it. Consider for example
Chapman's tran<lation of the description of the death of

Polydorus in llwok Twenty of the Iliad:

He flew before the first heate of the field
Evers till e flew out breath and socule - which,
through the backe, the lance
OFf swift Achilles pur in ayre,anidid his head advance
Out @t his pavill, On his knees the poore Prince
crying foll,
And gathered with his tender hands his entrailes,
that did swell
Guite ithrough the wide wound, 1,11 a cloud as
Llack as death concealed
Their sipht and all the world {rom him ...
15

William Carlos Willians quotes these lines and ¢« >marks of
them, "That!s straight valking, with a compellin, vigour
of phrase that has brought Chapman the attention and

“410 One suspects that Williams

admiration of the age
was thinking enly of the unflinching realism of the

details when he spoke of “straight talking®, btut the point

o -
o
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to make surely 1s “hat Chapman does not present anvthing
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subs.antially realized images, examples or fables., it is
in this sense ton that the poet alone is not bound

to nature as PFis only source, but "bringeth his cwn
stuff, ard doth not learn a conceit out of a matter,
but maketh matter for a conceit® (120:21', In Polixenes'®
terms he is free to marry the "gentler scion” of bis

own invention

e»e to the wildest stock,
And make conceive a bark of baser kind
By bud of nobler ra‘e,

The Winter's Tale, IV, iii.93
Ane winter s ' ai®,

It is through his masking that the poet utters "sweetly
and properly the conceirs of the mind® (140:16), and
in such a manner that what is finally delivered is an
"eplarged” conc~it, a golden world with its own "apparent
shining” (108:9,. Aand there woula seem to be no
inherent necessity why that enlarged conceit should
serve any prior or persuasive purpose, or any purpose
other than that of achieving its own expressive

potential.
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Chapter V

BEAUTY AND USE

In this chapter 1 shall extend the point that I
began to make #n relation to Chapman's Jdescription of
the death »f lw, namely that it ~fien happens in
practice that the activity of feigning seems to generate
its own snergies, But first it is necessary to say a few
words about the Elizabethan attitude towards the mind's
ability to feign, and about Sidney $ attempts to sub-

ordinate feigning to teaching,

Sidney was au. icious in mak .- so much in his

argument of the poe.’'s ability to feign, for he was

writing at a time when the activity of feigning, in itself,
was in considerable disrepute., As C. S, Lewis has said,
Sidney was "contributing to, or concluding, an age-oid
debate; and that debate, properly viewed, is simply the
difficult process v which Europe became conscious of
fiction as nn aciivity distinct from history on the one
hand and from l!ving on the other".1 Siuney was contending
against the contemporary conviction that "true®” examples
Fave more force than fictional ones, but also against a
distrust of feigming that was far more fundament3il. To
understand wl0° this crould have been so it is necessary
T A Gmie grasp of the Elizabethan ideaz of the nature
o4 the mivil 1 of its hierarchical runctioning. A
convenient starting point is Sidney's remark that learning
i volves a “"purifyi., of wit ,.. enriihing of memory,
enabling f judgment, and enlarring of conzeit” {1o4:2).
The terms Sidney uses refer dirc..ly to the various
faculties of the mind as these were understood in contempor-
ary psychslogy. The five senses vere held to deliver their
impressions to the lower faculties of the mind. Of these
the imaginstion, what Sidney calls the "conceit”, was a
power which organised the reports of the senses into

coherent impressions. The judgment in turn scrutiaized snod




sifted impressions which were then either staored in the
P memory or mediated to the wit or understanding which was

2
one of the higher faculties of the mind,”

For the Elizabethans these functions of the mind were
interdependent, and the imagination had a key role in the
whole process, If it did not provide correct impresaions
then the whole personality was distorted and it was
impossible for right judgments to be made or for a man to
act in a properily moral way, Thus Burton could say in

The Anatomv of Melancholy, "Some ascribe al) vices to a

false and corrupt imagination, ... deluding the soul with
‘ false shows and sappositions“,j Moreover, the imagination
was held to be an extreme.y vulnerable faculty for three
reasons: it dealt directly with the senses, which were
thought to have something of a brutish gquality; i was
particuiarly susceptible to the distorting effect of the
passions; and it powssessed in itself the abiliry { some~

times talked of as ths prerogative of the phatutza~’ though

this term was often used loosely in place of imagiuviion
itself} to conceive images of its own, as in dreams or
naliucinariens. As Bacon said, the imagination could
function not only as a clear mirror, but as an "enchanted

:
glass®,

It should be clear why “feigning” was looked upon with
such suspicion, and why the poety, "lifved up with the
vigour of Lis own invertion” (100:Z7?), was "iable to be
tumped topether, 55 by Theseus, with the lover and the
furetic ms thoust they were "of imaganation all compact”.
Worcester can be thought of as the spolesman of a prag-

maticel spe when he says impaiiently oi Houvspur whose mind

is toying delightedly with the prospect of plucking "bright
honour® from the pale~faced moon, "He apprehends a world

of figures hore,/ But not the form of what he should
attend” { Henyy IV, Part 1, T.511.206).

Sidpey sets about justifying feigning in two ways., In

the first place he counters the less essential Platonic

[r—
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argument that poetyy iz ®the mcther of lies™ by insisting
that the post "nothing affirms, and therefore never

lieth” {12913 and 3B}, The poet oifer: a "fiction® {124:13)
which is the product of good invention, snd which makes

ne claim at all to verisimilituds, Even a child knows tlot
it is not Thebes on the stag simply because "Thebos" is
writven in great letters on an old door, The more crucial
argument that felgning is psychelogically dangerous, and
that it breeds dmmorality, he counters by distinguishing
two types of feigning, that which is gikastike, "liguring

forth good things™, and that which is phantastike

“infect/ing . the fancy with unworthy objects® {125:25},

Allowing that poetry can be abused by the use of fancy,
he yet arpues thot the best poets deal only with gikastike

or morally perfect images, Right poets borrow "nothing

of what i hieth been, opr shall be, but range ... into the
divine considerition of what may be and sheald be® (102:35).
They offer impressions Jdifferent from these produced by

the senscs, but their delivering is not "wholly imaginative,

A% we @re wont to say by inem that build castles in the
air” {101:7), Tor they go beyond the brazen renderings of
sense oniy 1o deliver a golden example, Tramed “to that
whick 1% mest reasonable” {110:27)., And in defence of this
greater remsansblones=s Sidney can, and doos, readily fall
back upoa an appeal to a combination of the A istotelian
uriversal, the Plaronic idea and the rhetorical notion ot

paradigmaric cxamples.
In thiis way Sidney is ready to meet the psycholopists

on Tneir own growunds by arguing toav right poetry works

o cenesiliftote fhe dmeminntiocy, By erd rging the concteit

or imagination thioush the delivery ef a golden oy
porfected a» opposcd to a Lrazen impressiocn, poetry

BUCCESRS 1y

i+ helps to enable the judgment, provide matter
for enriching the mem ry, and purify or er~ci the wit.
Teday ..ne might talk in almost parallel te.wms of poetry

as extending one's experience, increasing one's powers of
disvpimination, erlivening the ming snd refining the whole

sensibility.
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Sidney thus tries, at one and .ne same time, to make
"feiguing" the central poetic activity, and to justify it

by contsining iv within a moral and ratienal frame, A&s he

says, in answering the charge that poets are liars, though
poets "alfirm” nothing with their speaking pioture they
Jo write “allegorically and figuratively"; their narrative
might seem to be only a "fiction® but it is in truth the

"imagirati

ground-plot of a preofitable invention" {124:23
My dtalics). But he is walking a tighi-rope, Leaving aside

his admission that felgning can at times be phantastike

arnd the imoaginarion abused, one must recognise that there

‘ are dangers in the dualistic view of poctic suposivioen

which he int..ited from rhetorie, In this view the poet's

*Idea oy fore-concein” clearly precedes the figuring.,
Sidney makes the duality in the process of conceiving and
compusing gquite explicit when he blames hig fellow English
pocts for neglecting "Art, Imiterion, and Exercise”. He
complains that thoy write without method, as though good
peetry could be written withour observing the rules of art,
and without & poetis horhering to Sthosl himsel! in the
imitation of gooa aodels and in e continuous practice
of his ovafi. And he consludes by ainsisting that the poet
who mspires to be more tlgn i "paper-blurrer” must never
forget that in postty fhere are "two priscipal parts -
matter to be expressed Ly words and words to express the
matter (1313:000),

Our discussicn of Chapman's passage should have
indicated that wn wleguatle view of composition needs to

make room v tap fdes of cognition being achieved in the act

of writing iteelf, But the real danger in the rhetoerical
or duati=tic view ol compusition is not so much that it
excludes this revognition as that it encourages the idea

i : that form and content are somehow separcble, I. is ir the
course of answering the objection that a feigned exanple
connot have the ferce of an historical or "essential” one
that Sidney talhs of the poet's controlling "Idea or foure-

conceit®: amd what he says more fully is,

# e - T sy




any understanding knoweth the skill of the arvificer
staadeth ia that Idea or Tore-concteis of the work,
and not in the work itseif, And that the poet hath
thet Idea 1o manifest, by delivering them forth in
such excsllancy as he haith imagined them,

(101:3)

In temporavily forsaking his argument for the poet's greater
maving power he commits himself to a proposition which he
seems to find vaguely disguietening. He tries to salve himself
by 8 qualification which suggests that imagining and dige
covering cannot really be separated after all; but the

comment that the skill of the artificer standeth in the Idea

or fore-conceit comes porilously close to a devaluatien of

feigning, and to an undermining of his whole argument that

the poet is pre-eminent because of his power to make.

Sidney's imase of poetry as a speakKing picture implies
a completely orsanic fusion in which the representation
ensrgizes the meaning and the meaning simultanecusly gives
point to the representation, It is interesting too that in
jtzelf it implies no stipulation as to what sort of meaning
there shoull Lo, Where a writer has an overt didactie
intention, fowever, it beeomes almost impossible for him
to maintain an ideal balance of form and con mt. A
cilassical example of this i3 to be found in the ending of

plays like Volpoene and The Alchemist, where the havshness of

the punishments meted out pulls against the exuberance with
which Ben Jonson noss conceived his rogues, wul we have seen

mach the same thing st work in the Arv

diaz.Similarly, where
a moral biss enters a the y of poetry it 18 inclinvd lo lead
to an encouragement of devrlance and to the cation

e oan existence and value t from form,

that content can bav
Thus we find Sidney arguing that §if the poet can beguile wmen

with delipghts, many

will be content to be delighted - which is all
the good-fellow poct Spemeth 10 Promisce - and

so stral to ses the form of goodness {wirtich seen
they cannot but love] ere themselves be awsre,
as if they took a medicine of chorries,

(1ihs28)
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Disregard.ng the question-begging "which seen they cannot
bt love", one might charitably think of Sidney's phrase

"a medicine of cherries” as mwemorably refurbishing the
Horatiwn formula, It implies by a striking paradox that
cherries can somehow become medicinable witinout losing any
of their essential “cherviness™, and i1 carefully under-
plays the suggrstion of subterfuge., A page c¢arlier, however
Sidney had wsed a slightly different metaphor, arguing that
the readeyr is won over,

even as the ¢t 0 is sften brought to take most
wholesome things Ly hading them in such other as
have a plessint tastes which, if one sheuld begin
to tell thom the nature of aloes or rhubarb they
should receive, would sooner take taeir physic

at ti thiaa af their mouth,

(:123:33)

roea

Cere the dmplication of the imagery is that the celightful-

ness of literature is of little or no vilue in itself: the
Bweetness of postry is merely o subterfuge, The suggestion
of dece:t passcs unnoticed in the reading only because the
immediate contect of the refererce to aslees and rhubarb 16
the prajse of ibe poastds Tale as capable of holding "enildren
fros pluy and old men Crom the chimney-corner” - a comment
whose »0iect ir harily such as to sugpest that the delight
of reasing is an wiventitious decepticn. But it is impossible,
once it nhas been pointed out, to deny the implications of the

imagery: fhe wgelightfulness of poetry is only & means to an

end, and 10 literature oon trick the reader into desiring

to dnprove him=elf it will have served its uzrﬂ.(}

The large morsl dimension of Sidpney's argument - that
poerry prosides inspiring dnages of 1if¢ and enables ihe
Judgment - musit be given Tull due, but it is alse truve that
Sidney does at times tend te toink of art in & mors crudely
didactic way, What is more, the moralistis preoccupation with
content it the rhetorician®s concern with persuading lead
him inevitably into an impasse, The more he emphasises
profitable content as alone justifying feigning, the mors he

lends credence net only to the ides that the feigning is in

st
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essence something apart from the moral nature of the
content, but also to the suspicicn that though for the
moralist what matters in poetry is the teacling, what is
distinctive and perhaps even most valuable in poetry is

simply the feigning.

Works of art of any complexity invariably reveal a

certain self-consciousness about their own making, and the

revised Arcadia is no exception. Three passages in the
work considor the problem of the right relationship between
beauty and use, and they neatly indicite the way im which
a dualistic approach based on the idea of teaching plus
delighting finds it difficult to maintain the delicate
balance, as of a speaking picture, which it purports to
advogate,

Just before Pamelz attacks Cecropia's godlessunss,
the #unt t-ies to win Pamela’s favour bv flattering the
qui'ity o1 heo omtroadery on a purse which she is making.
The urse, suys Uacropia fulsomely, iz a "treasure it
selfe”, But Pumela rebuffs the zuggesiion, haughtily
remarking tnat she values the object “even as a verie
purse™: for her the embroidering has besn » moral gesture,
an act of faith and defiance of a kind that Conrad would
have approve:sl. For bLeauty as a mery axternat cuziity =
*but a pleasaunt mixture of naturall < 'oure, delightfull
to the eye, as musicke is to the e«rre, without any further
consequence” - she holds ne srore N repie may think of
the purse as fit "to worke unwitting efic:ies of wondar®,
bt Pamela dismisses mere beautiful worimansaip as a
thing withoui consegueniel beauty, she insists,must be

sanctioned by somethin; more than itsolf (1.&02f.)

The description of Kalendar's bunse, sinich we looke

at earlier, can be thought of as spprosching the e ion

from the ~~int where Pamela leaves off. In halondarta

houss everyvthing is

more lasting than beautifull, but that the
consideration of the cxieeding lastingnesse
made the eye beleeve it was exceeding

beautifull.




Created things find their proper and only in being put
to use, but in doing sc they can achieve 1 proper come-
liness., Pamela hersel{ comes close to the exalted
extension of this argument when, in defending the comely
erder of God!s creation, she argues that "perfect order,
perfect Leautie, perfect constancy® can not be merely
"the children of Chaunce® {1.408).

But there is a significantly different emphasis in
Siduey’s description of the antics of some sailing-ships

in the wind:

To delight the Princes eies, some two or three
of them would strive, who could (either by the
cunnin; of well spending the windes breath, or
by the advantageous building of their mooving
houses=] . :v¢ their fellowes behind them in the
honour Josroeed: while the two Princes had
leasure to s ¢ the practise of that, which before
they had learned by bookes: to consider the

arte ot catching the winde prisoner, to no oiner
ende; but to runne away with iti to see how
beautie, and use can so well agree logether,

that «f 11 the trinckets, where with they are
attired, there is not one but serves to some
NeCessiry purpose.

(1. 101)

The passage is presented as one more detail in vhe account
of the princes' education, «nd once again beauty is shown
to reveal itsclf in use: even the most trinket-like sail
*serves to some necessary purpose”, Nevertheless, the
purpose which the sails serve is only to catch -nd run

away teasingly with the wind, "in the honour of spee 1"

and there is & strong impression of abandonment to a playful

ard exuberant self-delight.

Withoat undue distortion these three passages can be
taken as evblematic of a range of possible positions from
that of art as instrumental to that of art as autonomous,

with an attempted balance in between.

When one turns trom Sidney's Apolosy and from his

overt references to the proplem of beaut and use and




considers his practice, one finds that the 0ld Arcadia

provides a perfect literary paralle to this theoretical
inability to do consistent justice te the differing
claims of feigning and teaching, Despite the work's
clesrly didactic intention and moral structure it seewms
for long stretches less than sure of its serious
intentions, Nor i8 this simply a matter of Sidnevis

amivasent {eelings about love which we noticed earlier.

Consider, for example, one of the most successful
scenes in the book, that in which the disguised princes
fight and overcome a lion and & bear which srupt into
the s ene of idyllic serenity just before the fivst
pastorals are about to bLegin, The sudden attack figures
the dispruption of the Arcadian dream; and the pursuit

of 1

¢la and Philoclea by the beasts can be seen as an

allegory of the threatensd destruction of Beauty and
Virtue by Pa*alwnAT fut the effect of the scene itself
is mucl less solemn than any account of its relevance to
the moral plor might suggest. When Philoclea sees the
ravenous lion she ralls into the srms of Cleophila {the

disguisel U Iowho is tting beside her, and he is

svtel when theiv faces are “unsweres closed

thiat he gives Tlevsure to the Lyun to come

very nere them” (IV,47%) before rising to confronmt it.
Hevin,s Killed the bLeast st the cost of 1 shoulder wound
and having cut off ite head as a trophy, he rushes after
Philoclen wha has fled in fear "as fast as her delicate

ner“. As she runs, her nymphlike

Legres woulde car

apparsll is varried up by the wind in suctt a4 way that,

muche of thoze beutyes shee woulde at an other
tyme have willingly hidden, were presented to
the eoye 0f the twyce woundod Cleophila: which
made Cleophiia not followe her over hastely,
leste shee shoulde too sonne deprive her self
of thar pleasure, Put caryying the Lyons
heads in ter honde, fdid pot fully over take her,
till, they came, bothe into ye prefencs of
Basiljus.

{1v, 42)
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Pyrocles' tardiness is delightful - he is a creature of

flesh and blocd one fee

s and not simply the wavering

hero in pursuit of an image of Beauty. The dramatic

" vignette fixes itself in the mind more than Sidney's suos-
I sequent comment that each runner is "carryed away with

' the vyolence of an Inwarde evell” (IV.54}. Indeed what

: Stdney himself seems to have been carried away with is a

memory of Ovid's description in the Motamorphoses of
Daphne fleeing from Apollo. The humour in the treatment
of tihie handling of the bear by Musidorus is even broader.
When Pamelia Sees the bear she throws herself down flat on
her face, ap action which provokes Sidrney to comment

facetiously that chis might not have been fear, for she

—

might have heard that this device was the best refuge

against angry bears, Fear or not, Pamela fallg into a deep
faint, which provides Musidorus with the opportunity of

s once he has killed the bear,

smothering hev with kis
Basilius's stewavd, the craven Dawetas, outdoes Pamela,

for after all the palaver is over he is found,

lyinge with his head and brest, as farr as hee
coulde thrust him se1f into a Busshe, drawyng up
his Lepges as close unto him, as hee coulde,
For, in deede, sssoone as hee sawe the Bear
coming towardes them, (Like a man tha. was very
apte to take pitty of him self) hee ran headlonge
into this Hussh, with full resolution, that
at the worst hand hee woulde not see his owne
deathe.

(Iv. 4s)

Nothing disconcerved, it 1s Dametas who teads Pamcla back
: in triumph 1o her parents, singing & joyful little song in
which he congratulates himsell for having taken Musidorus

intoe sServices

~ow thancked Lee the great Gel Pang

That thus presers 8 my loved lyfe:
Thancked bee I that Keepe A roa

Who ended hathe this feare. ‘11 stryfe.
S0, yf my Man must prayscs have:

What then must 1, that Keepe the knave?

(Iv.47)
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T1, such a scene Sidney's dinventive fancy is taking him
beyond incidental husieur to the stage where his work begins

to "di

scover® an almost self-zufficient life of its own,
intdependently v ¢ the aviwed moral purrose, And it is by

ap means an isolated exwmple, The man who found his heart

{ encugh moved by the veading of the somewhai despised Amadis
de Gaunle to use it as one of his ssurces was crentinuall;
liable to find that Pis feigning was generating energies of

its own.

Sidnev seems himself 1o have had doubts about the

b

‘ a1 P His crastlc rewriting and reshaping of the
: whole veo.ire would in itsell indicate this, but in addition
it 18 worth recalling that in dedicating the work to his

sister Mary, the Countes of ¥Pembroke, he remembers how a

great deal of it was written in her presence at Wilton as a

literary diversion; snd he dismisses his production as Tan

idle work ... which feare {1like the Spiders webbe] will

be thought f.rter to wept away, then worn to eny other
purpose”. iHe advises his readers to loek in it for "ne
Letter stuftfe, then, as in a Haberdashers shoppe, glasses,

oy featbers" (1,547, Similariyv in a letter to nis brother

De refers she work a4s a toy. Such disclaimers may repre-

ures of sproyzotoer

Greville calls it in his jife ol Sidney] which is the

sefnt no mors Thon {(or Ironia, as

casunalness appropriate to men who, "to Keep above their

Werkes - seome to mike toies of the attermosy they can do”.
But perhaps they can also be seep as pointing o misgivings

Which miph: bave caused Sidney to be justifiably hesivant

aboat claiming 4 consistently moral purpose, It is worth
recalling too that the tone of Sidney's "asides” to his

“fayvre lLa % s not wll that different from Castiglione's

whern he affirme with sophisticated gallantry that,

without swomen no contenation or delight <an be
felt in all this life of ours which (set them
aside) wore rude, and without a1l sweetness and
rougher taan the life of forest wild beasts,
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The traditional picture has been of Sidney wilting at
Wilton, cut off from employment in the Protestant cause
by the Qusen's embargoes, and writing the Arcadia to fill
up empty and dragging hours, But Languet's letters to
Sidney reveal that he may well have been finding a
seductive sweetness in the "love of ease® and in the
plessures of sophisticated idleness and appreciative

1l
female company. In the Arcadia itself he says somevwhat

wistfully of the shepherds that "they have ease, the

Nurse of Poetrie” {(I. 28).

Mor is this tendency for the feigning to generate

energies of its own confined to the 01d Arcadia. In the

revised version Pamela still falls flat on her face at the
enset of the bear, and ore of Sidneyfs few additions to

this particuliar scene is to make Pamela quiver in fear like

a partridge at the sight of the animal. (I1.119)

It is worth considering in this respect what is

perhaps the best remembered passage from the revised Arcadia,

the description of the idyllic world ef Arcadia as it

presents itself to the eyes of the young Prince Musidorus
after he has been rescued from the shipwreck, One can go
to great lengths to suggest the ways in whichy in context,

the passnge is marshalle? "into an assured rank” (133:15%),

or functionally related to the moral design. As an emblem
of serenity aml content it participates in a number of
pointed contransts, Musidorus has just come from Lucornia, a
countyry 'not so poore by the barrennes of the soyle as

By o civill warre (., which hadt di.figured the face of

nature” (1.14). Dy contrast Arcadia is “decked with peace,
and the child of peace, good husbandry™, which is
epitomised in the woll-stored pustures and knitting

intention is clear: neo less

shepherdess, Sidney's didac
than Shakespeare he was a good Tudor subject cencerned
about cthe possibility of a disruptive civil war and all
its stiendant horrors, The idealized description of Arcadia,

no less than tae description of Kelendar!s house or thet

i,




of tt e well-kept garden in Richard 11, figures the
l//f prosperous and fulfilled life that good goverrment alone
makes possible. More subtly, the passage alsu provides
a direct contrast with the description of the unruly and
treachsrous storm which has helped to separate the princes
and bring about their misfortunes. The storm is clearly
presented a. symbolic of the forces ocutside man's control,
the vicissitudes of Fortune which have to be overcome by
the exercise of patience and magnanimity. Indced Kalendar
receives Musidorus as one whose behaviour is "so noble,
as gave a majestie to adversitie” (I‘lb). In contrast with
the storm the representation of Arcadia is an emblem for
t‘: a state of mind; it images that peace of mind and self-
sufficiency whivh a man can find within himself when he
has learned to seot at nothing the attaints of passion and
of accident. The description of the shepherdess with her
knitting Looks forward to that of Pamela with her

L embroidery.,

Yet the fact remains that oac remembers the passage
primarily as 7 srt-picce, a virtuoso performance which
1ifts jtself above its surroundings, a projection of the
timeless pastoeral dream of freedom and repose. This
sabjective assertion is imposs‘ble to prove, in the way that
one can "prove” the relitienship of the passage to the
moral plot as I have done above, All that one can do is
begin to supfest how the passage puilds up to Create, &8
it were, an invicolable world of its own. here is the

passage:

There were hilles which garnished their
proud helghts with stately trees: humble
2o Lase estate semed coforted

valleis, w
with refreshing of silver rivers: medow
enameld with al sorts of ey-pleasing

- flourss: thickets, which being lined with
most pleasat shade, were witnessed so to by
the chereful depositio of many wel-tuned birds:
each pasture stored with sneep feeding with
sober security, while the prety labs with
bleting oratory craved the doms cofort: here 2
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shepherds boy piping, as though he should
never be nld: there a vong shepherdess
knittirg, and withall singing, and it seemed
that hoeyr voice coferted her hads to work,
and her hads Kept time to her voices musick,

(1.13)

Every rhetoricsal resource has baen enlisted in the figar~
ing forth of the "Idea” of serenity and content., and the
passage blandly sets itselfl up to be adrired for its
delightful artifice. The very notion of a set-piece tends
to affend the modern sense of the inviolability of organic
unity: virtuoscty is just acceptable in a Dylan Thomas,
who was after »1! Welsh not English, and whose 'creutive

¢ rrent'! can be thought of a3 the spilling over of an

irrepressible volubility somehow akin to a force of nature;

but the highly seif-conscicus virtussity of a Nabokov

{ tihese foreigners?) seems disconcertingly bademannered,

and is taien as the mark of a4 lack of real seriousness,

Ever Auien has had to battle against the tide. But if we

can put such irrelevant reservations aside there is much .

to bLe admired in Sidneyis aytilice,

Srructy iiv, the passnge achieves a fastidious

balance wnich vet allows fur the most subtle nuances. Thers

i8 ar nimost 1abloid neatness about the construction, as

wil be clear if we consider the first movement in some

There were hiitles which parnished their with stately tress
proud heights

ev. hnuble valleis whoae base pstate semed with refreshing of
colorted silver rivers

s medows enamel .t with al sorts of oy~

pleasing floures

wae thickets which being lined with most phesset shade
were witnedsod s tlo b the dopositio
of weletuned birds,

Trhe clauses, snd 7 e details whish body them out, are Kept

strictly parallsl, "Hilles" balances “valleis®, "meadows”

halances "ihickets"; "proud heights® is set againsy *base
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estates”, "enameold" complem-nts "lincd", Trees garnish the

heights; while rivers refresh the valleys; the meadows are

et out with flowwrs, the thickets are folded in with shade.

Lest the fourfold balance become predictable and stilted,
however, dolicate viriations are introduced: the iritial
act:.ve verb is set ove. against passive verbs in the
remaining relative clauses, and the fourth cla.se extends
itself to the detail of the birds, and so rounds out into
a graceful and satisfying closing cadence. In the movement
that completes the passagoe the structural balance is even

mure |ubtle, s in

i nere a shepherds boy piping, as though he should never
be old

there a young shepherdess knitting ... voices musick

The caontrast "hers/thers”™ creates the expectaivion that the
pattern will be completed in the form “piping ... nld/
knitting ... young”. As a result fne sudden change whereby
fyoung” thrusts itself furward adjecvivally has the effect
of tiltiny the whole sentence back upon ite heels, in such
a way that the double counterweight of "voice ... hands/

tosecn

hands .., voilces necessary to achieve a truly
balanced close. A latter-day E.K. could gloss the effects
througlhiour with the appropriate technical terms: isocolon -~
clauses of similar length, parison - balance of corresponding
elrm i, prosopopoeia - giving being to lifeless things by
metaphor, and the rest. Buy the resuscitation of such teras
geems to e inhibitiag, and the mere naming still leaves
the task of attempting te say what the precise «ffect is in
each case,

Onew one has accepted heightened prose as not in
itself aberrant the syntactical balance is found to be
gratifying., The syntactical patterning of variations against
a norm is comparable to the rounterpointing of rhythm and
metrical pattern in verse. In addition the rhymical

heightening takes the effect very close to that of verse




itself for one can even think of the relative clauses as

playing off against a muted blank verse norm:

- ’ v ;—\\‘;$ 4 v /- ’
+.which garnished their proud heights with stately trees

) ¢ - - . .. . . . . -
..whose base estate semed coforted v ..h refreshing o
4 - ’ -

silver rivers
. 7 v ’ - 7, v ’ - /
cwsenameld with al sorts of ey-pleasing flowers

- 7 - 4 (" *’) - s o 7 - ’
..the chereful dep ition of many wel-iuned birds

Insufficiznt account has been taken of the extent to which
Sidney was fascinated by the rhymical possibilities of
prose; and obviously the reader who is deaf to such
cat~utated effects is missing half the fun, In a variety
of ways then, the passage begins to build up into a verbal

universe of its own,

But Hezlitt wae ons who found the passage intolerable,
perticularly because it did net seem to meet his own
romant 1o taste for accurate description, itaving complained

in gereral terms of Sidneyfs obsessive need,

officiously and gratuitously / to_7 interpose
betwern you and the subject as the cicerone of
ture, distracting the eye and the mind by
the continu:! uncalled-for interruptions,

anal ysing, dissecting, disjointing, murdering
everything, nnd reading a pragmatical, self-
suffici nt lecture over the dead body of
Bature ...

he singled out the description of Arcadia for special
opprobrium, NothinT, he complains, could be less like
sratory than the bleating of lambe; and the epithet "silver”
has nothing to do with the refreshment which the streams

are said Lo pro\xdu.lg If one accepts though that it is

not accuracy of detail but internal coherence which provides

the rationale for the images it is easy enough to counter

% . . e g




such literalist objections by pointing out that "bleting

oratory® is justifiable as defining the utmost "discordance®
that this world of "wel-tuned” songs allows, In additien,
48 a witty conceit, it enlivens the total effect by 2 touch
of quiet humour, working from persuasiveness as the
acknowledged pu-pose of oratory to the nagging gquality of
lambls bleating; while at the same time helping to delimit
this world by glancing momentsrily ocutside it with a wry
gbsarvation on the quality of much that passes as oratory
among men, A similar gentle humour enlivens the legal

gravity of “witnessed s$o to by the chereful deposition of

many wel-tuned birds”, with the quiet whimsy of "wel-tuned®.

It is @t work too in the adjective "silver” to which Hazlitt
ot jected - & word which 1s jJustified bLoth by its own intrinsic
richness and by the $ly appositeness and delimiting effect
of its reference to the means whereby “hnse estates” in
puman society are commonly made content, As Tuve insists,
once one hae lelt assumptions of sensuous immediacy behind,
there is really no reason why one should be any wmore re-
sistant to the deliberate artificiality of Sidney's mode
than to the related ingenuaty of Donnaels.

Moy is the tptal effect of emblemuatic completeness
gained at the expense ol treating nature as a cadever in ‘he

way that Haslitt asserts. The heightened image of Arcadia

lives in the mimd, wiih its oen substantial presence. But the
jdenlity ds convineing hoti b cavse of the iconic elarity
of presentation nnd because the selocted detnlls do have

convincing actuality of reference, The wotaphor of trees

Ygarnishing” the leiphts has a suggesiive apinessg and a sort

s visually at the

of pun in "base”, which lscates the valle
foot of the hills, helps to evoke the curving quietness of
country streams, It is an accurate observation that the birds
with the swoetest song tend to siaod vnobserved in the shades
of the wood, and feediag sheep do have a "seber' communality.
So one could go on, detail by detail, pointing out that

Sidney was not merely heightening his pruse in a rhetorical

manner but feigning & notable image.

o T
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Arcaciz is no place that one might visit, but it is
very much a place, a golden world of art in which the

ghepherd's boy pipes as thoupgh he never should be old with

somcthing of the ability o©f the pastoral figures on Keatsly
Grecien Ury 0 tease us out of thought. Just as such
figure:s beg our gquestions, so thematic explanations seem
*cold” by comparison with the vision of Arcadia. For a

momant $uch vigsion allows no intrucions, and it exprasses

% vearsing that runs rclearly counter to the work®s heroic

and moral intentions. The descraiption might have been

fashioned to provide moiral contrasis, but it expressas
itself so perfectly tnat it exists as a self-sufficient
* wediater of man's taimeless dream of paradise painlessly

regained,
The <ifficulty of siriking a just balance betwee
teaching and feigning is anything but loval to Sidney's
i work, AnY writer who attempts to produce a unified work of

art in wrich ull the wvariety of his materials is subordinaved

to some controlling principle faces what is really the

general case of tnis problem. It is only that this general
difficulty is {requently exacerbated wion the contrulling
principle of a worx is conceived or formulated in cleare-
cut terms, av is frequently the case when a writer is

working in relation te a fixed moral or judicial scheme,
Indeed it mipht seem that the phrase “controlling

principle” i in itvself misleading in seeming to imply

¢, The logrcal extensinn of

something relatively ©lear

B owork of art ca

"discover” its

the Sugges Ui
intention or contrelling principle in the act of coming inte
peing is to argue that every work of art discovers its full

intention only in the zot of coming into being - an

is ultimately not aaything .ess than the

intentiun whis

s effect of the tota'l expression which the work achieves., It
is, as has so often been pointed out, something wh oh cannot

pe Lapresssd reductively in terms either of a paraphrase

or oy an abstracted theme or princirie, ‘nierred wperhaps

from the logic of the plet: or even in terms of a
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sta*ement offered by the suthor himself in the course of,

Mfd or in commen. upon, his work.
\; It does srem worth underiining ihe point that the

difficulty of containing parts within a vhole, which ‘he
artist has, creates a parallel difficulty for the critic,
namely the problem of avsiding too reductive an account
of a work. Whit makes the problem arute is that the critic
ig often most valuably employed in trying to define as
subtly as he can vlat he takes to be the unilying principle
of a work, bhut the danger of this activity is that it

almost anevitably leads the attention away from the fuil

’ corporeality which the work has achieved.

Criticism <. the revised Arcadia has proved particu-
é tarly prone to the pitfalls of thematic criticism

precisely because the work is left unfinished and thus
seems to provoke critics even more stronzly into attempting
to close the gestalt. John Danby, for »xample, has argued
wits  an engaging enthusiasm and with a fine perceptiveness
of the mora!l strength of the work that the desigr of the
whole would have compleied the education of the princes by
allowing them to learn from the examples of Pamela and
Philoclea in treir captivity that the chivalric values of
heroic magnanim..y must be subsumed in a loftier Christian
ideal of puatient furtitudv.ll Ttie work would then neatly
illustrate the remark in the Apologsy about herces who
undergo "exercises of patience and magnanimity, to make them
shine the more in the near-following prosperity” (111:30),
This suggestion does much ro illuminate the sectiom of the

h was revised. Pyrocles, helpless in his captivity,

work .

is dri.en wild by the faked execution of Philoclea, and he

raves in almost (ecropian terms at the heavens:

¢ tyraunt hezven, traytor earth, blinde providences
) no juatice, how is tnis done? how is this suffered?

hath this world a government?
{1. h83)

s




Pamela, by contrast, fortif+-: lLier wiil and says in her

famous prayer,

If the pride of my not-inough humile harte,
be thus to be broken, O Lord, I yeeld unto
thy will, and joyfully embrace what sorrow
thou wilt have me suffer.

(1.383)

Her attitude of complete (and to all practical intents
Christian) submission involves that active iriumphing over
fortune that goes beyo 1 astoical endurance: for to accept

Ged's will as Pamel:

does is to invalidate the whole pagan
concept of for 'ma. Danby's discussion helps to bring
out what is clearly an emerging pattern of the work in
which Providence - not the Slinde providence®" of Pyrocles

but a divinc pattern - is sec¢ over amd above Chance.

Unfortunately, nowever, Danby extends his discussion
to the second half of the Old Arcadia, and here he falls
back upor. a good deal cof special pleading, and even upon
misrepresentation, He snjectures that Sidnev, if he had
completed his revision, vould have had Pyrocles learn the
lesson of Christian patience from Philoclea on the occasion
of his second atlempt to take his own life - that is to

say in the scene in Book Four of the 0ld Arcadia after

Damet2s has discovered him to have spent the night with
Philoclea. In this scene Pyrocles tries to stab himself
with an iron bar which is the only weapon he can lay his
hands on, but he bungles the attempt and so wakes Philoclea.
A debate on suicide ensues with Philoclea pleading most
movingly “or the necessity of submission to God's will.
According to Danby, "Pyrocles submits to her wisdom".la

But Sidney states clearly that “"Pyrocles was not so much
perswaded as delighted by he; well conceyved and sweetly
pronounced speeches” {1v.278), Moreover, having heard her
out he again picks vr the bar, "meaning yf that fayled, to
leave his braynes upon the wall®; and what rostrains him is,
of all things, the fact that Philoclea threatens to gouge

her own eyes out and xill herself too if he commits suicide,
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Even if Sidney, during the course of his revi iom,
had intended (o re-work this passage in such a way that
it did enforce the lesson of patience, the idea must have
cccurred to him very late in the revision, for he included
without gualifying comment or particular emphasis a
pAassage in the third chapter of Book Three in which Priloclea
herself posits suijcide, telling Amphialus

that though his mother .ad taken away her knives,
yet the house of Death had so many doores, as
she would easilie Tlie into it, if ever she
founde her honor endaungered.

(1. 370)

This threat might lock forward to Cleepatra and tte Duchess
of Halfi,xa but it 1% hardly the speech of a paragon of
Christ a patience. What is more, we have remarked that it
is the latest scholarly view that the alterations to the

last books in The Countesseo of Pembroke's Arcadia were

Sidney's own, or at least had his sanction, and although
the scen. in which the suicide debate occurs was one of
these revised the course of the debate itself and Pyrocles'

final attitude remained unaltered.

The revised Arcadia and the 0ld Arcadia moeve in

contrary directions and the critic npas ne optien but to
keep the two works separate 3n his mind. The strength of
each work derives largely from Sidney's moral probity and the
insipits wiieh this provides,but the merits of neither work
can be expressed exclusively in moral terms. Even at the
level of plot it would seem fair to say that Sidney did not
have the massire intelligence and discipline of a2 Milton or
the singlencss of intention of a Spenser that could sustain
an unremitting moral purpose through a work of epic length.
Particularly with the revised Arcadia where Sidney's
ambitions are greater and where his penchant for emblemat-
jcally heightencd set-pieces is more apparent, we do not
always feel, as we cortainly Jdo feel in the captivity

episode, for example, (hat we are being carried forward on
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the tide of a forward-reaching energy. Much of the richness
of the work is a matter of wonderful scenes, and passages
of great power and variety. Indead the very multiplicity

of effect heips Sidney to do justice to the multiple
quality of human experience. But it is a defect of the wecrk
that at times there is a sense only of tedious accumula-
tion, not unlike French knitiing. This is purticularly the
case with the cross~threaded episodec of Book Two, howevar
one may rationalize their relationship to the moral plot

or attempt to expiain them as a means of achieving epic
breadth, Tt is also true that though Sidney makes short
shrift in the Apology of moral philosophers who come "with
a sullen gravity” {19%5:2), he hLimself does not always avoid
the effect of a "sullen" didacticism. One of the main

difficulties facing the critic of the Arcadias is that of

doing justice to their variety and liveliness, and this
is not to be Jdone by glosgiog over their deficiencies or

by suggesting *hat they are more of a piece than they are.

A work's liveliness is somethin, far rore than a

matter of the submission of all its parts to a controlling

principle of order, and works may succeed despite their
failure to acnicove a toral coherence. 0-a of the main sources
of the feeling of imaginative enlargeme..t which literature
provides is the sense of bering raised abtve our normai lives
and liberated into a more abundant and more intense life.

And one of the things that contributes te this scnse of

liveline the fact thot the proucess of yeading is one

of continuous and excited discovery as the objsct before us

jitself seems to discover new facets and a new shape at

every turn. This process of invigorating re-definitoon
operates at avery level in a work, from the aften minute

rirtotle asscciated with the sense

verbal su prises
+ve subtle ant unexpected turns

of wonder, &
of thre rlot, to the radical recassessment of those ideas
and values which provide the often unexamined principles of
order in our mundane lives., It is net fortuitous thac those
characters in literature whe live most intensely in the

imagination are those who most stubbornly refuse to submit

s ARSI 3530775
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to our ideas about them. Hamlet exits on the janglod agony
of "To a numnnery, gol!" and returns as a spokesman for

graco and control:

Speak the speech, I pray you ... trippingly
upon the tongue,
(I11.i4. 1)

His stope are not to be sounded but their apparent

discords create a mysterious and unpredictable harmony.




Chapter VI

THE ZODIAC OF THE WIT

We have just spoken of the way in which literature

seems to liberate us into a mure abundant and more

intense life; or, in Sidney's terms, to deliver us into

a golden world. At the most immediate level this pover
of poetry is obviously related to the use of a heightened
] styls. Sidney talks admiringly of eloquence as a "honey~

flowing matron” (138:7), and though he attempts to

i

{ subordinate his pa.ssage on the golden world to the logic
i of his moral arpument, his use of a metaphor from the
intricate and decorative arts inm the phrase "nature
never set forth the earth in so rich tapestry as divers
poets have done ..." strengthens the inference that the
golden quality he has in wind cwes a great deal to sheer
artifice: to what Spenser, or E.K., calls “the brightness

of braue and glorious words® (Poetical Works, p.Ail7),

and Holoternes in Love's Labour's Lust, “"the elegancy,

facility, and polden cadence of postry” (Iv.ii.126).

The pwem of Sidney's which he most assiduously
re-worked and which fours! mos® favour among his
rontemporarics was 'What toong can her perfections tell?
the songe which Pyrocles "recalls”™ as he 1ifts Philoclea
ontc the bed ia the 01d Arcadia end which Zelmane
“composes™ in her fit ¢f inspiration in the revised
\ersion.l Hore artifice is almost an end in itself, For
: sheer verbal facility, grace reining in gusto, the song

takes some matching. Liwmb by limb, feature by feature,
<on of delights,

Pyrocies moves thirough his witty bla
making the convention outdo jiself in a nice mixture of
sensuality and humour:

ve. wWho those ruddie lippes can misse?
Which blessed s$1.11 themselves doo kisse ...
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¥hich never part but that they showe
Of pretious pearle the double rowe,
The second sweetly-fenced warde,

Her heav'nly-dewed tongue to garde ...

S0 good a say invites the eye,

A little downward to espie,

Tne lovely clusters of her brests,

Of Venus! babe the wanton nests:

Like pomels round of Marhle cleere;

Where azurde veines well mixt appeere ...

After straying amidst the "stately swelling bankes" of

the thighs, Sidney recalls himself with mock gravirys

But back unto her back, my Muse,

Where l.eda's swanne his feathers mewes,
Along whose ridage such bones are met,

H Like comfits round in marchpane set ...

(Poems, p.35)

The poem is® in truth a box "where sweets compacted lie",
and it seems extraordinary that the two most recent, and
in many ways the two best, books on Sidney's poetry do
not even mention iI.E Tt is a shame that we should take
poetry so much more solemnly than the Elizabethans did
when they had once set uaside its formal defence. As
Aristotle says, “the wonderful is plf‘asant",3 especially
when wonderfully expressed; and we should not need to be
reminded tat there dre many Kinds of perfection in art,
wnd mood. when one is not up to Milten or Michaelangelo -
or, for that matter, moods in which Milton could write
Arcades and Michaelangelo lavish his attention on the

coiffure of teste divines

Sidney talks of himself in the first of the

Astrophel and Stella sonnets as setting himself to the

task of praising Stella by "studying inventions fine, her

wits to entertaind(Pocms, p.165); and when,at the end of




the sonnet, he upbraids himself for not looking in his
heart to write he means that Siella's image which is
seated there would be the most potent inspiration. But he
still thinks of it as an inspiration to fine Iinvention,
and he is not advocating anything like self-expression in
a romanti: sense. Musiucrus laughs at the love-sick
Pyrocles! rapturous description ¢f Arcedia as a seat it

for a goddess, and teasing him gently says,

I think you will make me see, that the
vigor of your witite can shewe it selfe in
any subject: or els you feede sometimes
your solitarines with the conceites of the
Poets, whose liberall pennes can as
easilie travaile over mountaines, as
molehils: and so like wel disposed men,
set up every thing to the highest note,

(1.58)

Setting up everything to the hizhest note in the golden
liberality of fine inventions consritutes almost a
definition vf the courtly ideal for poetry, and it is
noteworthy that one form which the -levelopment of the
tradition takes is a movement from poems about swans to
poems which are as likely to be about fleas as about

swar,

Of course Siiney frequently insists that “colour”
and artifice as en’s in themselves are vulgar and corrupt.

I the Arcadia he declares that the beauiy uf the false

Andromanas is “truely not in nature to be misliked” but
to be condemned for being “as much advanced to the eve,
as abased to the judgement by arte”. In the Apology he
rails against that eloquence which is "apparelled, or

rather disguised in a courtesan-like painted affection"

{438:8), Again, he complains of hia fellow poets that:

they cast sugar and spice upon évery dish

that is served to the table; like those
Indians, not content to wear ear-rings at

the fit and natural place of the ears, but
they will thrust jewels through their nose and
1ips, because they will be sure to be fine.

(138:23)




Yet in condemning excessive artifice he acknowledges
himself "sick among the rest® {140:1) and he has no

doubt but that ears woeuld benefit from ear-rings. Hazlitt
turned what was almost Sidney's own image against him

in evmplaining of the Arcadis that “his Muse is tattoosd
and tricked out like an Indian goddess™, Sidney’s
remark that he found his heart moved more than with a
truapet by the "sld song of Percy and Douglas”™ is often
remembered, and it well illuvstrates the way in which his
spontaneous responsge to literature tended to run chead of
his more considered judgment, but the coda  to that remark

is equally revealing of his attitude towards artifice:

Yet it is suny by soms blind crowder, with
no rongher voice than ruds stylej which
Being so evil apparelled in the dust and
cobwebs of thar uncivil age, what would it
work, trimmed in the gorgeous eloguence
of Pindar?

(118:26)

One of Sidneyts complaints is against poets whose

"figures and flowers” are axtremely "uinter—starved”(l}ﬁ:13),
for it was considered a matter of decorum, and a great

point of art “to enla ge and veer out all sail” (as Ben

Jonson put it} when the matter regquired il

Moreover,
the principle ui *ariety could be invoked to supplement
the pripciple of decorum, Hidney praises a lanascaps

Serause in its variety it approaches artfulness:

Being giversifivi beotweon halls and dales,
woods and play ~s, one place move cleere; and
othey more darksome, 1t seewes a pleasant
picture of nature, with lovely lightsomenes
and artificiall shadowes,

{1.91)

And Jonsen spells out the application that "as in a meadow,
where, though the mers grass and greoenness deliphts, yet
the variety of f{lowers doth heighten and vezutify® so in

art "soms words are to bo culled out for ornament and
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colour”, Rosemond Tuve has argued vigorou:..y that in

Elizabethan theorizing even "varying" and the pursuit of
7

copiousness were held to be controlled by the judgment.
When faced, however, by the run of “courtly” miscellanies
from Tottel, (1557), through The Paradise of daynty

devises (157%) to England's Helicon {1600} and haym’id,‘3
one finds it difficult to see how anyone could deny that a

leading motive among the writers represented was it exhibit
mere inventive facility: to wear the garment of ccurtly

style rather than to employ style as a garment.

*Artificial” was a term of highest praise in all the
arcs, and disclays of v-rtuosity were encouraged,
especially in works where the focus of critical discussion
waa technical rather than apelogetic. George Puttenham,

for example, in his Arte of English Poetrie, comes close

to suggesting that mere virtuosity is an end in itself
when he defends the construction of elaborate anagrams and

those s=o of which Sidney was so fond by saying that

they provide "ronucnient solaces and recreations of mans
uit”.9 Puttenham e en takes a loving delight in naming the
various geometrical figures which might be used by poets
in determining the shape of their poems upon the page:
"the Lozange called Rhombus, the Fuzie or spindle called
Romhoides ... the egge displayed”. His names for the figures
of orpament have also obviously beean devised with a
hobbyist's Jdelight in gloating over znd cataloguing his
collection: prozeugma is "the Ringleader®, ironia *the
Drie mock”, micterismus "the fleering frupe”, clarietismus
"the Privy nippe", Hiperbole "the Over reacher”, epizeuxis
"the Urderlay, or Cooko-spel”, and "the last «and principall

figure® simpiy "Exarga=ia or The Gorgious®.

The sixteenth-century English composer Thomas Morley,

in his A Plaine and Easje Introduction to Practicall Musicke

which was published in 1597, only two years after Sidrey's

Apolopy, gives special praise in the writing of madrigals

iy
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to "strangenesse of the inventien": iz urges the writer
af madrigals to “shew the verie uttermost of your
varietie”, because “the more varietie you shew the better
you shall please®™, Again, having described the practice
in which a musician "taketh & point at his pleasure, and
wresteth and turneth it as he list, making either much or
litelie of it sccording ae shall seem best in his own
conceit™, he praises this process of elaboration bscause
more art may be shown in it "than in any other susic,
because the compuser is tied to nothing but that he may
sdd, diminish, amd alter at his pleasure™, In fact the
composer of madrigals wae tied to disposing his music
facoording to the niature of the worn%",ll but that does

not really alter the oasg and Morley's own main contri-

fagtion to rhe FEnglish madrigal was not s$o much realism in

setting as a gquality of lLightrness, which was in Bruce

Pattizen's Judgment “just what English music most lack»d”.l

It s1s sinificant that Sidney should alluw Pamela to use

masic ns an examplo of semoyhing delightful to the ear but

furtlier vensequence™ (T, 403).

In the fine arts teo o'y finls st this time, 3t a

tesel, s almoxt ubiquitous pleasure in, and

vernoration of, victuosity as a sufficient end. Sidpey, in
the Apoiogy, praises Francis 1 of France as an outstanding
patron of poetry, and it was for Francis that Benvenuto
Jellini fashioped his famous 'Salt Cellar’, with its
intricate desisn and prosocatively elongeted nudes,
Repvenutofs salt celiar could be used - indoed he 18 ro-
ported tu have used it &t one of his own dinner parties -
But it is this pericd that sees the smergence of the work

ol art

ch has almost the foree of a

Benvonutc vike Woniote w

rallying call whep, at the end of bis long and lovingly

detailed ncosunt of the uncovering of his Perseus cast,
he says ol the operation with characteristic vanity that

13

it was “something no one else had ever dome heVorel.

S

S
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serves no ulterior purpese, In his Autoblography

145
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Benvenuto's admirer and Sidney's contemporary Giovanni
da Bologna was to develop such challenging sculptural
forms as the figura serpentinata to the point where, as
in his 'Mercury', the exguisite rhythmical turns of the
body achieve the effortless fluidity of a rising flame;
and under the aegis of Francis the artists of the School
of Fontainebleau devefopvd mannerism to an eqgually high

peak of stylishness.l“

English art, by contrast, was extremely conservative
and even old fashioned. Shakespeare refers in Cymbelaine
to a chimney-piece wit.a "chaste Diana bathing® in which
the "cutter” outdid nature {(1I1.iv.81}, but as John Buxton

wittily observes,

Nudes, it ms be noted in passing, were not
to the English taste: Medieval classicism
had not ¥et divested our furred and

farthingaled shapes, and the nude figures
that we somctimes see carved by Elizabecunan
fireplaces look as if ihey had gone J(uere
to keep warm,

15

Nevertheless, s regards Elizabethan architectural
orpament it is certainly pessible to talk of mannerist
effects in the fashionable displays of ingeruity and
preciosity in the censtruction of secondary featuies such
as the fireplace, staircase or waterwork - a fictional
example of the last being the complicated affair with
rainbow, singing birds and turntable which diverted the
company in Arcadia during the first bangquet for Zelmane.
The fashion for elaborite chimney tops attracted the
mockery of John Hall who described them as "the wind-pipes
of gnod fﬂlluuﬁnip“;lb and Sidney - in one of his more
austfer~» mowds - seems to have had just such features in
mind 1n his comment that the "lightes, doores and staires”®
of Kalendar's house were Egl”slubbcrd up wivh good
fellowshippe", Even a house such as Kalendar!s, however,

was liable to find irself on the itinerasy £y the Royal
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Trogress which tooew place averyv summer, witih the Queen and
Coaurt bein, enteria ped an tuTy by 4 succeszion of favoured
nntiles: sv fer thoss pregresses the most elaborate shows

ana wore arranged in which effects of

strangeness ond virtuosity were most prized.l7

Perhaps the closest England came to matching the
ingenuities of mennerist sculpture was in verbkal "sculpting”,

like that in Marlowe'!s deuvcription of Hero:

Her veil wnas urtificial flowers and leaves,
Whose workmaiship both man and beast deceives.
Many woulld praise the sweet smell as she passed,
When 'twas the odour whicn her breath forth castj
And there for honey bees have sought in vai
And, bear from thence, have lighted there a. in.
About her neck hung chains of pebble-stone,
Which, lightened by her neck, like diamonds shone.
She wars no ploves, for neither sun nor wind
Would burn or parch her hands, but to her mind
Or warm or cool them, for they took delight
To play upon these hands, they were so vhite.
Buskins of shells all silvered used she,
And branched with blushing coral to the knee,
Where sparrows perched, of hollow pearl and gold,
Such #: the wortd would wonder to behold:
Those with sweet water oft her handmaid fills,
Which, a3 she went, would chirrup through the bills,

18

in Hero nature and art go hand in hand to dediver a self-
consciously extravagant masterwork, The conception is as
playful as it is resplendenty for only an audacious gaiety could
have imaged Hero as a perambulating sprinkler with musical
accompaniment and conscientiocusly provided refills, The
chirruping climax comes very neaor to exploding in a snort
of laughter, but :ne wit, by insisting on the precise
details of the device, down to the sweetness of the water
that feeds it, recalls one tu the accomplishment and ardour
of the performance, Just as Hero's beauty transfigures the
the artifice which sets it off so Marlowe's vigour 1ifts the

performance beyond either parody or vulgarity. As with a

s IS




piece of mannerist sculpture,
one'a breath with admiration:
Hero a strange and miraculous

worid would wonder to behold”.

The Zodiac which attracts man's erected

one cannog
one is content to see in

deliverance,

help catching

"such as the

wit can

indeed be 1ii{ up with more than the burnishing of a moral
ideal ism, What we might not unfairly call sixteenth~

century aestheticism comprehended the exuberant love of

gallantry and gorgeousnes
invention and difficulty overcome,
and wonderfvl - all

of the strange

that liberating exhilaration which

, the pleasure in fecund

and the idealisation

these contiributing to

comes from the spectacle

of the mind disporting itself, and surpassing ‘tself, in
sheer performance.
In a defence of the high seriousness of poetry,

written in a country wh ¢h 2 generation earlier had seen

poetry defend.d on the stornest pragmalic grounds, Sidney

could hardly have made this sort of point even if he had

desired to. Rut the man who wrote 'What toong can he:

erfections tell! and whe wns cxcited by the spectacle of
P ’ Yy ¥

sails being made to catch the wind in order to run away

with it in the shoeor libera’ity of speed was clearly not

incapable of appreciating artistic delight in and for

itself.

when, however, the burden of a formal deferice was not

upon & writer, virtuosity and the cultivation of pleasurable
effocts could be justified by reference to the most

respected classical authorities., Quintilian, for example,

had argued that,

the critic who di pproved of the figire /ot the
Disccholos of Myraa/ because it was not upright
would merely show his utter failure to understand
the sculptorts art, in which the very novelty
and difficulty of execution is what most deserves
our praisec. A similar impression of grace and
charm is produced by rhetorical figures, whether
they be figures of though or figures of speech.
For they involve a certain departure from the
straizht line and have the merit of a variation
from ordinary usage.

19




Such a comment is a dirent extension of Aristotle's claim
that the unfamiliar is a source of wender. Nevertheless,
it is interesting to note that by the time of Quintilian
Aristotle's notion of style as inducing wonder by its
strangeness has been reduced to the idea of it as pro-
ducing an impression of grace and charm, an idea which
is in this passage further related *o the choice of
novel and diffjcult subjects. Inherent in the whole
rhetori~al tradition as it impinges on poetry is the idea
that plessurable response to a work of art is :.iled for,
and that this is largely a matter of the apareciation of
its stylistic qualities. But just as the insistence on
strangeness could encourage the choice of more and more
teasing subjects and forms in relation to which aver
greater virtuosity could be shown, so the insistence

or grace and charew could encourage the choire of a

comparativ ; restricted range of subjects and moods which

particularly leat themselves to pleasurable effecis.

Virtuosity and graceful and charming effects are
of course not in themselves “to be misliked™, In the
English art of Sidnes’s time the form whicn demanded greatest

virtuosity was probubly the miniature. The techniques of

this form, riving &8s they did from the art of the

nighly

medieval goldsmiti-iliuminators, encouraged a
decorative uuality and demanded the greatest sureness of
touch. The best-known and most graceful miniature of the
period is the 'Young Man with Cloak and Roses' of about
1588 by Nicholas Hilliard, who is incidentally known to
have had st least one discussion with Sidney on *the
technicalities of art,zo The motto on this miniature makes
clear its courtly and literary affiliations - Dat poenas
laugata fides: ‘' ised constancy reguites one with
punishment' - ana the siy inch high oval depicts &

dandified lover, straight from any of the sonnet seguences,
leaning pensively yet stylishly with hand on heart against
a tree. What strikes one immediately is the intricate

care that has gonc into the design and into the decorative

Jra——
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eifects. The shape of the quilted panels of the doublet,
for example, is repeatesd both in the rough bark of the

tree and in the groupiag of the leaves of the trailing
briars, whose thorns in turn match the decorative stitching
of the panels, aund whose flowars complement the buttons
down the doublet, Here truly, with golden elegance, one may

see "the fancy outwerk aature”,

Yet what is most impressive is that for all the
decorativeness the effect is wonderfully natural and
relaxed, The foliage, and hiat of a clouded blue sky
delicately evoke & sense of dewy freshness; and the young
man, for all the languid affectaticn of his pose, conveys
an impression of virility and manliness both by the bloom
of his bLody and in the assurance with which he carries his
magnificent clothes, Hilliard, in his Art of Limning,
recommended that the miniature painter should aim
esprcially at carching those “lovely graces; wittye

smilings and ihesse stolne glances which suddenly like
1

s
2
lightning pass™,  and there could be no more startling

contrast than that between the patriotic pomp and
impersonal public guality of so many Elizabethan oil-
paintings and the lively intimacy of his own exquisite

o

miniatures.

It is only the exclusive pursuit of virtuosity or
sweetness that is limiting and suggests decadence, Here
the classicl statement is Dr Johnson's verdict that
Cowley had lost the "grandour of generality”. For Dr
Johnison generality implied the generality of the human
cendition, and his charge is essentially one against the
triviality of 2ll forms which would seem to aim no higher
than cleverness arnd Jelight., "What is little can be but
pretty, and by cluiming dignity becomes x'idic:ulousness",2:x
he declares, making quite clear the limitations of an art
which offers no more than the titillatious of form and
af fancy,

What we have called sixteenth-century aestheticism

was clearly a courtly phenomenon, and tc speak of the

s
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courtly ideal is to acknowledgr how profoundly the idea

of poetry as a refined species of play was the reflection
of a social ideal which found expression in almost all

the cultural forms of the age. We noticed earlier that one
of the deepest Renaissance aspirations was the desire to
embody a dream of coweliness and ease in overy social
ritual and artisti form, but it is quite apparent that

the nonchalance, or sprezzatura, which was expected to make
all achievement seem effortless and natural was essentially
an artistocratic conception. The labourer works te achieve
his ends, the aristocrat merely enriches his leisure with
such graceful accomp.ishments that the perfection and
plenitude of the Gelden Age would seem to have been
regained., The idea that culture itself, in Huizinga's
words, "bears the character of p}ay"za is one of our most
>1mportan1 inheritances from the Renaissance. Yet precisely
the idea o/ culture in this :ense is now most strongly
challenged by the socinlogical insistence on the variety
of oulture: Aciions perieormed with sprezzatura are acxions
meant to be seen and admired, and Northrop Frye hes pithily
characterised the ubiquitous tendency to confident display
as this reveals itself in the art forms of the sixteenth
century by saying that the “high mimetic” mode of the
Renaissance is full of "the idea of cynusure or centri-
petal gaap".zs As such, this mode can readily be seen by
tho champions of cultural relavivism as merely the self-
Ju tifying product of an aristocratic society rapidly
becoming wsnachronistic and intent om bolstering up its

1mage in its own and in everybody elsels eyes.

This way of iooking at things throws a great deal of
light on specific cultural forms. The development of the
courtly masque, for evample, can justly be understood as a
precarious attempt to uphold the fiction of a vital
courtly life whose lineamcnts were still glowing with
magnificence: the climax ol the masque was the moment when

the courtly audience joined the masquers in the concluding
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dance, and when, or so it was hoped, spectacle achieved

1
1ts true end in an all-embracing wonder.ZJ The Ar

dia,

tow, i8 clearly the product of a Great House ethoa,zr

and
it reflects contemporary social pressures particula.ly in
Sidney's awareness that courtesy and ceremony are threatened
from without., When Flizabeth lectured Sidney o1 the import-

ance of degree and respect after nhis rudeness to Lord Vere

in the tennis court affair, she stressed that "the gentleman's

neglect of the nobility tauvght ihe peasant to insult upon
28 N
both"; and one of the most revealing passages in the

A

is that describing how Zelmwane; Dorus and

encounter the rebellions mob:

A butcher, a butcheriie chuffe indeed ...

lifted up a great leaver, calling Zelmane all the
vile names of @ butcheriye «loguence, But she
{1etting slippe the blowe of the leaver) hitte
him so surely on the side of his face, that she
lefte nothing but the nether jawe, where the
tongue 3till wagged, as willing to say more,

if his masters remcmbrance had served., 0 {said

a miller thaot was nalfe dronke) see the lucke of
a good fellow, and with that word, ran with a
pitehfarke 0 Dornst but the nimblenes of the
wine aried his head so fast, that i1t mad it
overrvnne his feet, so that he fell withall, just
Betwene the legs of Dorus: wio setting his foote
on his neck {thoueh he witervd two milche kine,
and foure foafte haps tor his life) thrust his
sword quite through, froum one eare to the other;
wiich toke it wvery unkindlie, to feele such
newes before they hexrd of them, in stead of
hearing, to be put to such feeling.

The wine-besotten mob, spurred on only by envicus hatred,
run to meet their just reward, Yet at the same time a
sense of relish jn the description of the carnage suggests
the releascd malice ol the aristocrat who resents the fact
that his jdeosls of comeliness and ceremony are at the
stake in a society of "butcherly chuf{os“.ag

Similarly the nostalgic colouring of the romance in

in can be related to the fact that in Sidney's

the A
sociesty the gentlemanly knight was rapidly giving place to

the civil servant. The majority of the nobility had become
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a more or le¢ss decorative feature at court, and chivalrous
behaviour, though Sidnev managed to realize it in his own
life, was becnm’y » vhe zabiect of text-books on manners for
the paewly Jeminant., There must have been, at the best,
something truly splendid about the festive life at court,
as Spenser's 'Prothalamion' and Donue®s e¢pithalamion for
Somerset suggest. But Spenser describes a court life in

'Colin Clout Comes Home Again' in which,

Each cne seeks wits malice and with strife,
To thrust downe other into foule disgrace,

Himselfe to raisc: nnd he doth soonest riae
That best can handle his deceitfull wit ...

(Poetical Works, p.3t3, 1l.
690 f.)

Spenser was not an unbiased witness, and Sidney, in so
many ways the darling of his uge, might seem to have been
above such considerations., lu. even he suffered real
frustrations. He was greatly praised by his friends for
the way in whi'h he handled his embassage to the Emperor
and to the Prince of Orange in 1577, but the Queen was
opposed to the aggressive policy of leicester and of
Walsingham who were behind Sidney!s eiforts to form 2
Protestant League and she felt that he had exceeded his
brief. Her intention was to play a waiting game and to
avoid open enmity with Spain, and because of Sidney's
militancy she did not give the ambitious young wan any
further official emplovment fcr another eight years. At
the sume time she stopped him from undertaking a proposed
voyage around the world. Leisure to write the Arcadia was
full consolation for a man whose idea of the courtier's
duties was $o much more earnest thea that of Castiglione

N . RN
or of most of his contemporaries.’

Sidney had difficulties other than iack of official
employment. The (Queen was furious at his marriage to
Frances Walsingham, and she could hardly have been pleased

wher. in 1578 he sent her his carefully argued letter

R




dissuading her from marrying the Duke of Anjou, whatever

her personal motives were in this affair. Significantly

encugh it was partially by the gift of a whip encrusted
with jewels and signifying his total submission that Sidney
mollified the Queen, who subrequently agreed to act as
godmother for his deughter. Most important of all, Sidney
was heavily in debt, and though a man of greater integrify
than mo=t of the courtiers he too was forced to peddle for
influence, He is remembered for having espressed distaste
at the idea of taking money obtained from preying on his

i Catholic fellow-cvoursrymen, but Brutus-like he accepted the
money all the same, As he once wrote of his activity at
court, "Nesd ot + no law and forgets blushing"jl, The

ireny of Sidney's position is neatly brought out by the

facy that he woas given his knighehoed only because Casimir

of the Palatine named him as his proxy at the ceremony in
P ¥

which he was te be invested as a Knight of the Garter, and

only a person with at least the rank of knight was sllowed

to stand proxy.

Thus even Sidney had good personal reasons to yearn
H nestalgically for the Golden Age of chivalry, and this helps
to eaplain the deep pockets of romantic nostalgia in the

adia, Scenes such as the trial of armsé between Amphialus

Ar
: and Phalantus are glamorously conceived, Phalantus senis a
Tormal challenge announcing the purity of his intentions and
@ ¢ ombat is arranged, complete with heralds, trumpets,
squires and judges, The charges are described in a hieratic,

almast ritunlistic manner:

Topetheoy they set vurres to their horses,
§ tapether tosh their launces from their thighes,
conveited them up into theis restes rogetber,
together let them sinke downward ...

(1. 516)
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When Phalantus is finally stiuck down by a cruel blow on

the knee Amphialus pities nis vilour and spares his iife:

for he will have no ransom but the word of friendship, and he

sends Philantus off to seek his adventures elsewhere. One
of the best known passages in the Arcadia is that which
describes the furnishings of Phalantus's horse. I'he horse

was

milk white, but that upon his shoulder and
withers, he was fretned with red staines, as

when a few strawberries are scattered into a

dish of creame. He had caused his mane and taile
to be dicd in carnation: his reines were vine
branches, which ingendring one with the othei,

at the emi, when it came to the bitte; there,

for the bosse, brought foorth a cluster of grapes,
by the workeman mide so lively, that it seemed,

as the horse champed on his bitte, he chopped

for them, and that it did make his mouth water, to
see the grapes so neere him. His furniture

behind was of ines, so artificially made, as 1*
semed the horse stood in the shadow of the vine,
so pretily were clusters of rubie grap. s dispersed
among the trappers which embracea Liis rides.

(I. %15)

Despite the humour and the precision ef a wora like

"fretned”, so deftly descriptive of contour, the effect

is of a dainry exquisiteness., Tc guage fully the idealized

pffect of the passage we should put it next to a passagz
such as the description of Gawain arming himself and his

horse before going out to encounter the Green Knights

Bi pat wnt} Gryngolet grayth, and gurde with a sadel
Pat glemed ful gayly with mony golde frenges,
Avquere naylet ful niwe: for fat note rychedj;
Pe brydel barred aboute, with bry’t golde bounden;
Pe apparayl of *o payttrure and of ro proude skyrta’,
ke cropore anc r@ couertor, acorded wyth re urﬁoun?’;
And al wat’ rayled on red ryche golde nayle’,
Pat al glytered and glent as glem of ’e sunne.

32
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These lines are also highly wrought, but the whole aura
is different. The Gawain-poet's involvement in the
technicalities of breast-trappings, caparison, crupper,
coverture, and saddle-b. . s is that of the initiate who
knows about ar >ur as intimately as he knows about the
unlacing of a kili. Moreover, the whole passage has a
directly symbolic function. The poet has previoisly
established the idea of the approach of winter and deati

in a magnificent passage -

sstAnd wynter wyude’ agayn, as re worlde askq? -
3

and he now takes great pains to show Gawain girding
nimself in the colours and blazonry of m »nificence before
setting ocut honourably to meet his death., Armiag himself
gorgeously for death is not a mere gesture but a cere-
monial dedication sanctioned by the whrnle culture of
chivalry. The assurance and dignity of the passage is a

st to the delicate fragility of Sidney's

clear contr

description.

Phalantas's trappings and impresa, by contrast
with Gawain's accoutrements, derive directly from the
Accession Day Tilts held in honour of the Queen., Here the
courtiers, Sidney prominent among them, displayed and
disported themselver with all the elaborate pageantry of
knights of romunce. Frances Yates has written of these

Tiltss

The passion fur the trappings of chivalry in court
spectacle and pageantry was, of course, by no
means peculiar to England in the sixteenth
century. Something like an imsginative re-
feudalization of culture was going on all over
Europe, witness the Urlando furioso ... In
France and England, this phienomenon had
something to do with the rise of the national
monarchies which used the apparatus of chivalry
and its religious traditions to focus fervent
religious loyalty on the national monarch.

34
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The Tilts were in part an expression of Protestant and
patriotic fervour as Yates says, in part a substitute
for saints' days and oiher expunged festivals, in part
simply an excuse for the elite to snow off their manliness
before the ladies as they do today in polo matches: but
they were also, in a profound sense, an expression of
nostalgia for a wore magnificent and what scemed a more

opportunity~laden past,

Such nostalgia expresses itself at different times
in quite different forms. The twentieth century may
invest the Wild West rather than the Tournament and the
Quest with a totem-like significance, but the spirit of
the yearning to which the totem answers is radically the
same, Within our culture at least it Seems reasonable to
assume a continuity of essential human values and
emotions, and to feel that sociological "explanations®

of these are only partiasll, illuminating.

The peint may be extendeu in terms of another
example. To an age like ours, still somewhat conditioned
by Bavhaus attitudes towsrds style and value, it might
seem that just as tue Elizabethan taste for aristocratic
display encouraged excessive junketing which issued in
an almost universal rumbling and belching, so the taste
for exiravagance and display in art reflected merely the
greed and moterialism of a privileged group for whom
*conspicucus expenditure” had become possible on a scale
undreamed of hofure?sﬁven Hen Jonson's description of
Penshurst, as Ravmond Williams has pointed out, provides
a vision of plenitude that centres on tis dining-table
and that has a dimensien of social complim(nt.Bb But this
sort of insistence is inhibiting and reduccive., The
lavishness of an Antony is not to be explained away.
Consiner just one of those unforgettable images which
Shakespeare strikes off, apparently &t will, to define

him in his sssential magnanimity:
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e.» his delights
Wers dolphin-like, they show!d his back above
The element they livid in ...

(v. i1, 88)

An extravagant and declarative action is evoked ~ the
powerful and graceful leap of a dolphin - but for all the
suggestiveness of the image it has no blurred edges:

the respect in which Antony'®!s vitality retained its own

unique identity even iu wue wnjoyment of those erotic

pleasures in which men may seem to be most alike is
precisely defined in relation to the way in which dolphins
most joyfully command their zlem:nt in the act of leaping
out of it. In consequence the image achjeves no. only a
sense oi . .at vigour but alsc a sense of lapidary
authority,. And sometning of the iconic power of tie image
seems to invest the mewory of Antony with a vigorous and
self~sufficient life th- asks no swction, Cleopatra's
words srem definitive, one might almost say creative, of
a perpetual human possibility: as she herself goes on to

say, it is as if

ve. t' imagine
An  Antony were nature's piece gainst fancy,
Condemning shalovs quite,

(v. ii. 98)

inis 1% not to c_ny that Shakespeare has rendered An ony's
mismansgement of his pubiic affairs with an equal’'y
vigorous and self-suf.. ‘nt life, nor is it to deny the
grief w..oh suffuses Cleopatra's whole speeci. The
Shakespear: who had written the sornets undersiood only
tos weli the consequences »f "infatuatior”, and he knew
too that "bounty, that makes gods, does s%ill mar men”
“imon of Athens, 1V,ii.41), Tre point is, in the lirst
instance, that the life »f the dolphin tnage is a life
in the poetry and thie can never be expl ained away in any

extraneous fterus,




But there is a further point fo be made which will
allow ua to leave the consideration of cultural relativism
and which will return us squarely to cu. main argument.

Shakespeare's presentation of Antony as a "mine of bounty”

(IV.V1.32) evokes, among other responses, a response to

G lavishness, in itself;, and as a value beyond the rational

or moral estimate ol the eye of Rome. To recognise that
Cleopatra and Sir ®picu—e Mammon share an admiration for
lavishness, and that this admiration is very much a guality
of the age that saw tbem created for the stage, is not to
make a discovery aburt the reots of sixteenth-century

" greed and arffectation,; but to realise that the point at

whaici. the greatest greed and affectation move over into

the deepest aspiration and the most acute sense of decorum

is impossible ro dofine, I. is also to recognise that the

decorum of supertluities is not necessarily a facile, or a
deceptive, or an amoral thing. All the dangers of a

Comus-1ite luxuriousness and pride may lurk in the asser-

tion N

Beauty is nature's brag and must be shown
In courts, at feasts, and high solemnites
Where moast may wondor at its workmanship ...

37

but man has a real need in any cge for superfluities, as

Lear testifies when he cries in anguish:

Allow not nature more than nature needs,
Mun's life is cheap as beast!s,
(11.4v.269)

The respect for superfiuity has a most profound cultural
sanctinn,

No one haz ex:ressed this idea more forcibly than

Yests in his cssav Poetry and Tradition'!, He singles out

the "styld' that art achieves by its very excess and

playfulaess, and he finds tris evinced particularly
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in that touch of extravagance, of irony, of
surprise, which is set there after the desire of
logic has been satisfied and all that is merely
necessary established, and that leaves one, not
in the circling necessity, but caught up into
the freedom of self-delight: it is, as it were,
.he foam upon the cup, the long pheasant'’s
feather on the horse's head, the spread peacock
over the pasty.

38

For Yeats, the achievement of style serves as a complete
poetics: and more than this, he sees in the achievement
of stvle mant's only hope of freedom. "Only when we are

gay over a thing, and can play with it%hedeclares, "dou e
show ourselves its master, and have minds clear encugh for
strength®, Civilizations may be put to the sword, and
King Billy pitch his Lomb-balls in, but in the gaiety of
art is created a joy and a sorvow which are "irrevarent®
and "unserviceible”, but a strength and wisdem “"to world

end".39

No such radical a 7 fence of the mind's ability to

range freely in the zodiac of the erected wit is to be

expected of Renaissance poetics, yet Puttenham is one
critic who doos grope towards a profound defence of pleasure.
We have noticed him talking of effects of virtuosity as
providing "conuenient solaces and recrrations of man's
wit", but in a number of places he goes substantially
beyond the idea of recreation @ valuable in itself and
vecause of the solace it provides to argue for mwore deepiy~-
reoted sanctions., His arguments throw more narrowly

nedonistic view into relicf. He refuses, for example, to

accept Cicero's condemnation of dancing:

Fut there by yvou leaue se failed, nor our young
Courtiers will allow it, besides that it is the
most decent ami comely demeanour of all exult-
ations and reioycewents of the hart, which is no
lesse naturall 1o man then to be wise or well
learned, or suber,

{Ihe Arte of English Pocsie

».297)




Here, in relation %o dancing, he echoes what had been the

characteristic medieval justification of poetry as “honest

mirth”, But his main point is not simply that such
occupations as dancing provide 2 harmless diversion, nor
is he conceding that the force of contemporary courtly
attitudes is such that it would be folly to try to stop
the practice, He is rather insisting thai it would be wrong
foirr men to stunt their natures by limiting the range of
the feelings they allow themselves. The insistence that
delight is as natural to man as any other emotion is even
more strongly expressed in a passage in which he defends

"reioysings" in poetry:

Pleasure is the chiefe parte of mans felicity
in this world, and also {as cur Theologlians
say) in tle world to come. Therefore waile we
may {yet alwaies if .® coulde be) to reioyce
and take our pleasur~s in vertuous and honest
sort, it is not only allowable but also necessary
i and very npnaturnll to man, And many be the ioyes
and coasolations of the hart: but none greater,
than such as he may vtter and discouer by some
convenient meanes: eue,. as to suppresse and

i hide « mans mirth, and not to have therein a
partaker, or at least wise a witnes, is no

: little griefe nnd infelicity., Therefore nature

; and ciuility haue ordiined {b des the

) priuate sclaces} publike reiosings for the
comfort and recreation of many.

(The Arte of English Poesie,p.i5)

The psalms urse us to make a joyful noise unto the lord,
but Puttenham is content te take his stand simply on the
naturalness to man of the instinct to celebrate life and

living. By comparison with this view, the few other

sixteenth-contury critics who defend pleasure as a proper

and sufficient end of art reveal themselves 3is staniing on

an extremely shallow base: Castelvetrot's famous assertion,
for example, that "poetry has been discovered solely to

delipght snd to recreate” (Gilbert, p.307}, is used to

further a somewhat dubious argument that poetry should
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rightly aim only at the capacities of the ignorant man.

Bui Puitenham's views, however generous and liberal
in looking towards an idea of art as celebration, do not
see the pleasure which art provides as in any sense
intrinsic to it and of & special kiad., Moreover, they have

relevance only to certain Kinds of art and to certain kinds

of subject matter,

Sixternth-century c¢riticism wss, however, as we have

: already begun to see in relation to Sidney's views on
feigning, beginning to grope towards the idea that literature
has qualities even more intrinsic to it than the pleasurable
. pratification provided by a consummate or gratifying

ised as virtuosity or grace. Sheer

f performance, and pr

skill is, after all, something which can ve admired nouv only

in art but in a wide ranfe of human activities, and

sweetness and charm are not the prerogative of the arts,

One of the two Italian literary critics whom Sidney
mentions in the Apology along with Francis I as eminent
rpitrons® of poetry is Girolams Fracastoro w«bo had studied

and worked at Padua, the towsn at which Sidney himself

studicd feo several months in 1574, Fracastoro's treatise,

Napgorius, sive e poerics diasloms, was published, afver

.
N

his death, in 15 s it was not impossible, particularly

in the light of Sidney's reference to Fracastoro, for him to
have absorbed its orguments, The importance of this dialogue,
as tar as we are concvrmed, lies in the clarity with which

it poes boeyond the defence of aesthetic pleasure and
virtupsity te the »xplicit insistencse that poetic making is

an end and an activity in “ts pwn right and of its own kind,

The dinlogue bepins with the oroposition that “every function
of the pnet seoms to Le cur prepcided by delight™, but it
rejects this nedenistic view as completely unsatisfactory

because it would seem ultimately to trivialize poetry and

. A 3 ¥
to make the poet "an inconsiderable man®.

The opposite view, that the poetfs proper end is to

sed at some length, Fracastoro makes

teanh, is then canve

e




Naugerius bring this phase of the dialogue to an end by
arguing that such & view must be rejected, "since no special
mark is given by it tu the poet™; unless,that is, that he

is thought of as teaching "in a different way from the
orthers" {Kelso, p.372). From this point on the dialogue

r& that are central in Sidney's own

grapples with issu

attempt to set trne poet above the historian and the philoga-
pher. A position similar to Sidney’s claim that cthe poet
alone moves the reader by his perfect pattern is reaca. I when

Bardulene is made to gnote

antano to the effect that what
diffsrentiates the poet is first, that he speaks "so as to
arpuse wonder converning everything he touches®, and
secondly, that he "does not vish Yo represent this or that
particular man as he is with many defects but .. having
contemplated the universal and supremcly beautiful idea of

his creator, makes things as they ought to be®. Naugoizus  §s

3 onn Pinal

simost happy with t} avconnt, but he make
reservation: this "making’ must be thoucht of as an end in
itself, The port, ho decluares, being "inspired by no other
wim than simply to oxpress Yimseilf well about everything that
proposes iisely to him", treats avery subiect "nei acoording

to whut is useful, Lut wccordd vu hiis own desire”  {(Kelso,P.

496} . With these qualifications Maugerius effectivedy

spusition that

excludes any woral considorntions from the ¢

i bed, ais "oughi”

the poot makes things as they "oug

rofers rather to that quiolify of beauty which 1s not merely

adde a @ scobjecty bul the consojuence of cupressing the
GBS ol quality of scmething with complete sppropriaveness,
and in all its perfection, making of it a self-suftic: nt
icon.

i ®ydLoment

This notion is given its classical Ronaiss

delia Comedin di Uente

by Jacape Muzzonit in his Dells dite

where he calls the poetic image or e resentation an Tidel®,
and argues that “the ddol is that which has ao (ath?y wse in
respect to i:self than to represent and resemblv‘&ld Yor
Mazzoni the idol is particulariv the creation of that

phantesgike imitation wnich Sidney tried to rule out oi court,

—
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H but which he let into his golden worid at the back door
with the cyclops and chimeras. Mazzoni, howeve:, sees

the "credible marvelo.us" as the proper subject of poetry,

end though his whole uefence of po-try is an extremely subtle
and comprehensive one, his consideration of tha poet's
making i5 ultimately such as to encourage a preoccupation
with marvels and a disregard of ecikastike imitation.

Following the logic of his recommendation of the credible

marvelous, he goes on to assert that,

If thers were ot hafare the pocot two things
equally credible, one of which was more
marvelous that the other, though it were

‘ falsey,s80 long as it was not impossible, the
H poet ought to take it over and give up the
ies MUSVelOns one

(Giibert, p. 371)

In its own way this view is as likelv to encourage poetry
towards a limited range of e otic subjects as the rhetorical

rec: wendation of strangeness.,

Writers such as Sidney, Fracastoro and Mazzoni come
close to each cother in the common enthusiasm with which
they speak of the poet's power of making, but as our brief

indicate th -e are sigrificant

comments on Mazzoni's vie
differences of emphasis. Fracastore, for his part, declares

that it is given to oets alone to invent, for if subjects

lack benuty and greatness; or, if they would
turn our sreater and more charming by some
adliticns, (ortainly beautics sheald be added.
S0 the poets personity many t.ings and give
pany oo divinity, and seneriate woods and
fountaing, and make gods mingile with men,
beoause by «u doing they add sublimity and
wonder to discourse.

{Kelso, p.66)

This is very close in feeling to Sidney's remark that the
poets make things "better than nature bringeth forth"j but,
though Fracastoro is here thinking of the way the poets

treat the r subjeci, he cites his examples to illustrate

= - o e,
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an idea of beautification which still has jits focus in
*discourse”™ or expression rather than in feigning. He is
thinking of the poet’'s use of mythology as a device for
achieving a sense of sublimity, not of the poet as making

a self-substantial world, Sidney goes beyond Fracastore in

thinking of the poet not as beautifyin; but as “delivering”.

The force of Sidney's "golden world" imsge is such as t>
imply that the poet's additions and inventions - ali the
variety of things from chimeras to sweet-smelling flowers
which his feigning bodies forth - finally add up to
something fully realized and all of a piece, a worid like
nature's, but of the poet's own unique making, a "second
nature® or "zodiac of the wit® in which every object has
"g local habitation and a name”, A similar impression is
given when Sidney introduces his contrast between poetry
and all other forms of learning by using an image of the
theatre. All other modes of learning, he says, depend upon
Nature, and are "actors and players, ns it w~ere, - what
Nature will have e~t forth". Put nobedy stands in the wings
to prompt the poet, Just as Mature is the producer cf the
"essentinl” world of sense, 8o the poet is the sole

producer of the world of his poem.

Sidney's passage on “he golden world would seem to

have been derived from Scs iger who had written:

The poet mioh another nature and other sutcomes
For menpts s, and fainally in ithe same wa
mahes nimeelf @pot. or God, as it were. The other
5 it were us rs of what tue maker

ECIONCrS Are
of threm all produced; but puetry, when jt so
ESTRE IS N ves the appearance of the oings that are

and oi tho that # v not, sec not to nerrate the
‘i events, as others, like the nistorien, de, but awv a
Go 0 otu produce them,

42

Scaliger, in talking of the other nature produced by the
poets, probably had in mind no more than the familiar idea -

alludect to by Sidney in a passage of the Apology - that

S
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the poet or painter selects the best elements from
different objects and combines these into an ideal
image. Scaliger subsequently praises Virgil for doing
Just this in such a manner that he would seem "not to
nave learned from nature, but to have vied with her,
or rather to have created laws for her to obey“}j But
the metaphorizal force of Sidney's passage is, as we

have argued, such as to imply more than this. Sidnay

would seem to be approaching from a different direction
a proposizion which Tasso was soon to argue specifically
in relation to the romantic epi: as a legitimate form.
Tasso was a Jood Aristntelian convinced that a work
should have unity of action, but he was also a great
admirer of Ariosto's sprawling masterpiece, Orlando
furioso, and he wished o emulate its vastness in his
own intended romance. He thus tried to define the form
proper for romanve by a2n analogy with God's masterpiece,
the world, in which the most amazing variety of things
are kitit togetiier with a kind of "discordunt harmony”,
and in which nothing is either superfluous or un-

necessnry. On this basis Tasso argued that,

The sublime poel (called divine Tor no
other rvuson then that he models himself
in his works on the supreme artificer
and @1 ives at sharing thus his divinity)

can ‘cloed shape a poem in wnich ... &
varietv af substar-~e should nevertheless
be one.

a4

Here, as in dney, the idea of a heightened or idealised
representition is giving way to she idea of the creation

of & secornd nityre, or copicus ciher world.

This idea represents & most significant extension
of the attempt to define tue specimlivy of + port's
activity of making, and it is more suggestive in Sidney's
context than in Tassols, fc: the latter is using the idea

to justify a particular type of form rather than setting

. o




it up as the characteristic activity of the poet, It is
presumably for this reason that M. H. Abrams singled out
Sidney's golden world passage rather than anything that
Tasso wrote as significantly foreshadowing the modern

idea uf the poem as heterocosm, "an object in itself,
4s

a self-contained universe of discourse”,

The idea of a poem as heterocosm 1as been particu-
larly fruitful in later criticism and it has flourished
most recently in the work of the contextualists or New
Critics. More radically than the idea of imitation which
it displaces, it has provided a means of thinking of the
speciality of art as a matter of a work's structure and
mode of being. In itself a heterocosm merely is, it

exists zs a self-sufficient creation; and the imagination

can be thougl of as boing "released” into this world of

art to find its own uniyue enlargement,

In secing Sidney as groping towards some such
apprehension, not so much as a result of self-conscious
argument but, as it wore, intuitively, one can antici-
pate the objection that this notion is a retrospective
projecticn from un age accustomed to think of literaiure -
to use ballace Stevens's terms - as providing "supreme
fictions” to compznsaie for its "pO\orty“.hb But there is
a simple sense in which literature has always recognized
something very close to the idea of a heterocosm: forms
such as partoral and romance have traditionally set out
to create precisely 'an other wor d!, Consider the terms
in which Harry Berger sums up the quality of the poet's

secomnt world:

/Tt i’ the playground, laboratory, theater
or Liattieficld of the mind, a model or
construct which the mind creates, a time or
place which it clears, in order to withdraw
from the natural environment.

47

These words could almost stand as a definition of pastoral

or romance as the Renaissance understood these forms.
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Marlowe's passiosnate shepherd was neither a shepherd
nor passionate, but the mouthpiece of a sophisticated

and wit*y poet deliberately figuring forth,(:,‘f\uuds kS

Fay other worlds, and other seasj
Annihilating all that's made
To a green thought in a green shade.

(The Garden)

At an immediate and practical, if not at a
theoretical level, Renaissance writers reveal themselves
as intencoly and intelligently seif-~onscious about the
status of the fictions which they create, This is particu~
I rly apparent in Shakespeare's precccupation with the
idea of the plﬂy;ﬁor in his anatomy of dreams and dreaming

in A Midocmmer Night's Dream, or in that deliberate

movement ints cnd back from o "green woerld” (surh as the
forest of Arden or the island of Prospero) set within
the "second world" of the play which Nortnrop Frye has
scen as providing a "natural perspective® in Shakespeare's
comedies nnd romances a movement which is tuken &
stage fusrther when Puck or Prospe: s steps out of the play
in the Epilogue and ushers the audien: back into the
mundans world of their own responsibiiities

Cervantes, likewise, in Don Quixote achliew: g
piten of self-consciousness about the nature and sBtat
of fictien uml of feigning tiuat has rerely been equalled.

In  scenes such as that in which the knight kneeling

bBefore the "enchanted® Dulcinea seen to be kneeling
before a country slut on a jackass who objects to being
made the sport of the “small gontry”, and «ho Jumps
onto ler packsaddle by vaulting over the crupper like a
joekey, the parody works in a conventional way by
delaiberate! breaking the “other worid" frame and in-
sisting on importing those irreconcilables which a
romantic convention implicitly csoitrols or excludes.
st in the second part of the work Don Quixote #d

Sancho Panza are presented nut only as fictional characters




about whom we are reading, but as characters who know
themselves to be characters that the other characters have

read about in a book. A brief vigoette will suggest some

of the awurenesses that Cervantes is toying with, The

mocking tachelor, Sampson Carrasco, tells the Don that he

wishes,
i the Author had spar’d himself the Pains of
i registering some of the infinite Numler of
¢ Drubs which Tne Noble Don Quix: -~ receiv'd,
{ At which Sancho butes in.
4
¢
§ There lies the Truth of the Hisi.ry,
i 50
H The range »f the irenies in this interjectien depends

upon n darzzling scif-roneriousness on Cervantes' part as

regards the statas of the "history"” which he is present-
ing sne :t1e relation to life, On the simplest level, *the

History e frr Sancho Panza 'what actually happened'.

Hence his tommert reflects Loth a wry remembrance of the

drubs

at me hirself recesved, and a realization, in
which shiresanes: and lovajity play a partyand which makes
his comront something of a retort, that the Den's questing

nad B quaiity of dedication oul dignaty oug of reach of

the mock, Ty ot nyoson Larrasco. But for Sancho "the

Hisc t5 the book which was written

ory” rnow .omu ozl

ippened. At this level the remark

at outl what actun

reiflect~ his pride 8t being a character whogse memory has
Leon sovurstely enshrained on @ 1101200, But this witty by-
plav operates toe make tae renley arif-consciocusly awere
of nis own alicpisnce to the world of the work in whizn he

is dmmeveed. Sapchots comment encuurages the —eader to

feel that the fiction whic he ‘w reading goes beyond
parod, in that it transforms the very "drubs” which ave atl
ene level a pavedic devi o into a defining guality of

Don Quixote's "reality™ as a character capi le of enlisting

iy ] e s S
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about whor we are reading, but as characters who know
themielves to be characters that the other characters have
read abcut in a book. A brief vignette will suggest some
of the awarenesses that Cervantes is toying with, The
mocking Bachelor, Sampson Carrasco, tells the Don that he

wishes,

the Author had spar'd himself the Pains of
registering some of the infinite Number of
Drubs which the XNoble Don Quixcte receiv'd.,

At which Sancho burtts in:

There lies the Truth of the History.
5G

The range of the ironies in tlas interjection depends

upon o dazzling self-consciousnesds on Cervantes' part as
rogards the status of the "histosy™ which he is n' 'sent-
ing and its relation to life. On the simplest level, "the
History"” me.ons for Sanrho Panza ~what actually happened®.
Hence his comment reflects both a wry remembrance of the

drubs that he himself received, w«~d a realization, in

which shrewdness and loyait. play a part,and which makes
his comment something of a returt, that the Don's questing
had a quality of dedication and Jdignity out of roach of
the mockery of Sampson (arrasco, But for Sancho "the
Historv” now #lso relates to the book which was written
about what actuilly happened. At this level the remark
reflects his ;ride at being a character whose memory has
Leen accurately ensh .ne in u fiction. But this witty by-
play wperaces to make the red. ¥ snlf-censciously aware

of his own 4llepiance to the worid of the work in which he

is dimmersed, Sancho!ls comment encourages the reader xo
fo L trar the fiction which he is reading goes veyond

parod n that it transforms the very "drubs® which are at
one level @& parouic deice into a defining quality of

Don Quisote's "reality” as a character capable of enlisting




a deep pathos and respect,

It is a strunge pride which is convinced that the
Zreat minds of the past were less subtly aware ~f what
they were about than our own, and in any case, certainly
by the time of Cowley the idea of art as creating its own
worlds hat become a comwmonglace. In his ode 'The Muse!®
Cowley asser.? with a breshness trat one is tempted to

call brazens:

Whateve: God did say,
Is al thy poin oand smooth, uninterrupted Way.
Nay, ov'n beyond his Works thy Vovages are known,
Thou hast thousiad Worlds too of thine own.
Thou spesk'st, preat Queen, in the scse Stie as he,
And a new world leaps forth when thou say'st,
Le it be.
51

Cowley's ,unctilious note on th. e lines spells out their

implications in a that recalls Sidney's golden world

passage ©ol yeu heraids tnat declinme of the wonderful inte
the @sensationa: tihiat would take us vevond our crosen
historical limits into a consideration of the restricted

rares of the picturesque, the sublime and the Gothics

Poetry treats not only of all things that are,

or can bo, but makes Creatures of her own,

as Centours, satyrs, Fairies, etc., makes

Persons armi Actions of ser own, as in Fables

and Romance s, makes DBessts, Trees, Waters,

and ottor irvratior and infensible things

to act sbove Lhe sxiility of their Natures,

as to understand and spoak, nav makes what

Gods it pleases too witiout Idelatry, and

varies 2ll these into iapumerable Systoems, or

worlds of Invention.
57

Ever since AKant the idea of a wurk of art as a
"world of Invertion” has been associzted with the notion
of wmithetic autonomy, end it is this notion that I would
1ike to go on to cornsider more carefully in my next

chapter.
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Chapter VIY

THE STATUS OF THE COLDEN

The idea of art as &n autonomous activity discovers
new difficulties, Sidney did not have to face these
we will be forced in this chapter to move, for the most
part, beyond the frame which the Aponlogy provides.
Nevertreless, the (wo ideas of making and of teaching will
remain the Tixed puints of reference, and the maln
endeavour of the chepter will be to suggest a moure satis.
factory reconciliation of the moral and aesthetic views

tan Sidney a hieved.

A genervation after Sidney, $ir Froncis Bacon in

hir The Advanceme,.t of Learning echoe: S.diey's defarce

of poetry, clsiming, with a staid deliberateness tnat is

as charactrristic as Sidney's exuberance, that,

The wse of this fergned histoery hath beeo

to #1ve some shadow of satisfacrion to the
mird ot < in those poinrs wherein the
noture  ( things doth deny it, the wovld
being in proportion inferior te the soul ...
ZPoetrﬂ—’ was ever taocught to have sowme
parvicipation of divineness, because it

doth raise and erect the mind; wheveas reason
doth buckle and bow the mind unte the nature
of things.

1

In discussing tae ‘use" af poetry Bacon formilizes the
distinction whic' Sidney devoloped in the Apolosy, and

one of the three branches of learning.

he views poetrt

hi..ory, the provinces of reason and

Prnilosopby and
memory, he thinks of as concerned with iae nature of
¢hings; wheress pestrv ranges within a world of the
jmagination’s «wn o1 .tion, feigning heightened innges

which rais- and erect the mind, Like Sidnay, Bacon is

praising po. (v but where Sidney speaks with fervour of
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the "heart-ravishing” knowledge which the erected wit of the
poet delivers, Bacon says,with a judicial use of the past
tense, that this feigned history "has been"held to provide
"some shadow of satisfaction to the mind”, There i3
something equally reserve.! in his comment that poetry

Jwas ever thoupht ts h.ve som¢ par*icipation of divinaness”,

Likewise he saysx elsewhere in The Advancement of Lesrning

tlat poetry is "rather a pleasure or play of the imagination,
thin work or duty thereof",z which is an unexceptionable
encuxh statement, but something less than flattering when
the context lacks anything to suggest that the writer was
ever iersonally kept from the chimney~corner by a heart-

ravi-hing tale.

The reason for Bacon's unconscious reserve is
apparent: in the larger perspective of his views it is
reason, buckling itself to the nature of things, that
promises an “"advincement of learning” and "the relief of
man's estate”., It is thus not altogether surprising when he
ends the brief discussion of poetry in The Advancement c¢f
&iﬁ&llﬂﬂ bv declaring himsaelf loath to stay *oo long in the
theatre, Re-working the same arguments in the De Augmentis
he describes poetry as "a dresm of learning”, and concludes

itis discussion by saying with mounting enthusiasm:

Put :ow it 15 time for me to awake, and rising
aborve the earth, to wing my way through the
clear air of Philosophy and the Scicnces,

3

As :he different application of the metaphor reveals, this
2iry gesture is guite unlike the grudgingly honest ad-
mission of Keats that "An eagle is not so fine a thing as
a truth".h The heart of the rationalist Bacon, like that
of the magisterially condescending Theseus, is stirred by

ciarity rather than by dreams.

Of course there is somcthing as glib as it is

hackneyed in casting Bacon as the villain of the nascent
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scientific view, just &s there is in even implying that
clarity and poetry do not go together or that reason is
the destroyer of wonder. Bacon stresses the {,y with

which man's mind receives “the image of .he universal
world", and he insists that the erd of learning is renewed
wonier, or what he calls "broken knowledge”.5 Though he
came to feel that a new order of events was at hand,
*the specific guality of which would consist no longer
in a mere imitation of nature but in her domination by
man”,D he never lost his sense of the ultimate mysterious-
ness of things; nor did he succumb to what he called

“the vulgar arguments, that by learning man ... ascendeth
to the heavens and their motions”,'

In setting the
imagination apart as a faculty sui generis he intended te
supeest that literature had its own distincy kind of
relevance, Put, given a sccioty where empiricism was to
become dominant, and in which puritani<m had long been
suspicious of puetry, 'he dissociation of poetry from
philosophy and from other forms of learning was hardly
liable to work in favour of poetry, or to confer value on

the aesthetic experience of freedom and delighs.

Traditionally poetry had had to tace the Platonic
charges that it was morally subverszive or untrue - it
was these charges that the puritans had taken over and
that Sidney was trying to answer in his Apology. But
Plato and even the Gossons of this world acknewledged

the power of pootry. From the seventrenth century, however,

one se»s the emer  17¢ of a much more insidious attitude
in which poetry 1is Seen not as a danger - as it was seen
even by tie medieval Church - but as an irrelevance,

or even worse, as a form of wish-fulfilmens giving "some

shadow of satisfaction to the mind of man®, From the age

of Bacon the long perspective of indifference opens
towards our own day, tasing in as prominent landmarks Locke,
who remarked that "parnassus is a pleasant Air but & barren

s 8
s0il", and Bentham who preferrod pushpin Lo poetry. Bacon

e




was prepared to re-tell and intespret the ancient myths in
his Do Sapientia Veterum, and £lizabech Sewell Getects in
him echoes of the trnae Orphic voicsg; but Bishop Thomas
Sprat, the hist .rian of the Royal Society, would ho:¢ no

truck with figurative flights. He declares disdainfully,

The poets beran of old to impose the Deceit.

They to make all things wmore venerable than

they were, devis'd a thousand false chimaeras.
10

The descendents of Sprat have tended to value any activity
inasmuch as it can confer power in and over the world of
the probable, Consequently the very claims for poetic
autonomy which establish it as an activity iy its own
right he'p in e“fect to isclate it and open tho way for it
to be seen as scmethiing apart from the main streoam of

human 5 rivitv.

T.e most clear-cut answer to the l.kes of Sprat
is to a/firm that art, considered even as purely
Schimaerical!, can yet be thought of as having its own
sort of seriousness and its own most profound sanction,as
Yeate sugpe«ts in his remarks on style, or Proust, in
another way, in a passage where Marcel meditates on the

death of Bergotte who was killed by 2 stroke while

contemplating a detail ir a painting by Vermeer:

There is, in the condition of our life here,
no reason which shonld miake us believe
oursclves obliped to do good, to be fastidious
or even polite, nor which shoul:d make the
godloss painter believe himself obliged to
start over twenty times & detail the praise of
which wili matter very little to his body eaten
by worms -~ a detail such as the section of
yellow wall painted with such skill and taste
by an artist forever unknown ami scarce
identified under thie name of Vermeer. Ali such
obligarions, whirh have no sanction in our present
life, seem to belong to & different world based on
goodness, consideration and sacrifice, a world
altogether different f{rum this one, and from
which we emerge to be born on this earth.
11
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Ths sort of sanction that Proust invokes for art could be
extended b analegy to the obligation which the conscientious

reader feels wher he tries to take as full a possession as

possible of a work of ary. An act of scrupulous creationg,or
of scrupulous attentisn, pursued “"for its own sake”, need

not be thought of as a .rivolous substitute for, or as an
evasion of, the sterner business of coping with “reality®,

1t is a philistine view that making or reading a poem is a
Iess real activity than making a nuclear reactur or

listening to & political speech.

To talk of a scrupulous attention .a this way is to
imply that a proper response to art is no easy indulgence
and that it invelves more ihan what Wordsworth calls

"procecding in quiescence”, Attentive reading is the

very apposite of simply aliowing the work to take one out

of onesclt, for a goud reader repays a poem even as

simple as Sidney twhat toong can her perfections tell?

with more than on wmused and passive assent. The intelli-
gence and wit inspiriting every part of tve poem provoke

in the reader a lively play of mind. His response has,ideally,
something of thet energetic giality which Coleridge 8o

momorably desoribeds

frne reader should be carried forward, not
meroly or chitetl by the mechanical impulse

of curicsity, or hy a rostless desire to arcive
at the finnail tutton: but Ly the plessurable
activity of mind excired by the attractions

of the journey jtseif, Like the motion o a
sprpent, which the Egyptisas made the emblem of
intel 21 power: or like the path of sound
thrane! the aiy: AU every step he pauses and
half recedes, and from the retrogressive movement
collects the force which again cerries him

Lo

onward,
Proecipivandus ost liber spivituc.

13

This sort of readirg is pleasurable pecaass ¢ the controlled
activity of response which it involves, end not because it

{s an anodyne. The sense thet "you are the music while the

o
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14
musgic lasts" can involve a wonderful access of freedom

and power, but this invigo.ation of the free spirit iz of
a different order than, say, the slavish surrender to
suspense which a thriller can provide, or the gratification
of identification with a successful protagonist. Though
"the pleasurable activity" of reacding can be thought of as
a species of play, play is often strenuous and ceranding,
and it obeys strict rules. Freud, in his ::say 'The Poet
and Day-Dreaming', relates imaginative activity to the
activity of the child absorbed in play and creating a world
of his own "thav pleases him betcer”, but he insists on
how seriously the child take. his play; and he elsewhere
emphasizes the genuine artist's wmysteri~us ability to

: : 15
mould and impersonalize hie mrrerial 2

The trouble with an argument that ' tresses the
activity of proper re: ..ng and that di-tinguishes the
an
reading of "the H-J" vho expect only an opportunity for
et 16
‘-'n

Pegoistic castle-building”! from tnat of "the is

that it scems to imply embarrassingly é1itist claims, It

might seem unhealthily distant from the forthrightness of

Sidney's us-ertion taat poatry is "the companion of the
camps” (127:6). Anythiag tnat suggests a mystique of reading
is liable to encourage the worst sort of snobbishness and
the over-valuing of complex t xtures for .he opportunities
they provide for a paradinz of 'perceptiveness and
seasitivity':s and it is ejually liable to obscure the fact
riat oa piecs of writiog can work upon a reader directly and
sowerfrily in a sublimiral way long before any atteupt has

Peeeri i Lo poSseas i L €0 cicusly in its entirety.

Neverielo ste oability to reud 1 owerature wnll s an

accomnnl ishment that has to be nurtured and developed. The
golf professional, faret with the persen who potters round
the courwe <nce a fortnizht, feels no embarrassment at che
s<il! which he has acquired - he t~'es it for granied that
the art of swinging a club effectively has to be learned

with tears and frustration. The Elizabethan writ-rs were the

e
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fir st to contemn the pit, and they wrote for an audienca
who had gone through the grind of a grammar school
training and who understood that writing was an art. It
is only in a post-romantic world of universal near-

illiteracy that people concerned for literature lament

that it is not popular and by some mysterious means

immediately accessible to all. Just as everyone who swings

a stick is not playing golf, so everyone who swings an eye
across a line of print is not reading in the way that
literature requires, Coleridgs has a mos?t deligntful

passage on the subject:

For as to the devotees of the circulating
sl libraries, I dare not compliwment their pass-
time, or rather kill-time, with the name of
re.ling, Call i. rather a sort of beggarly
day~ureaming during which the mind of the
dreamer furnishes for itself nothing but
Taziness and a little mawkish sensibility.

Coleridge sces this process as the transfer of “one nias's
delirium, s0 @s to people the barrenness of an hundred
other brains afflictad with the same trance or suspension
of nll common sense anmd all definite purpose”, and he

concludes by suggesting that,

We should turrefore transfer this s,scles of
amusemant (i incerd those can be s:id to
retire musis, who were never in thelr company,
or relaxntion be attributable to those whose
bows sre never bent} from the genus, reading,
to that compresensive c¢lass characterized by
the power of reconciling the two contrary yet
CO-aXIBTINg ~opensities ol human naiure, namely
indulgence ot sloth and hatred of .acency. In
addition to no«els and tales of ~hivalry in
prose or rhymo, {by which last I mean neither
rhythm nor metre) this genus comprises as its
species, gaming, swinging or swaying on a chair
or gate; spitting over a bridge; smoking ;s$nuff-
taking: tete-a-tet quarrals after dinner between

husband and wife; conning word by word all the
advertisemsnts of the Daily Advertiver in a public
house on a rainy day, etc., etc,, etc.

17
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The image which Coleridge so brilliantly uses to
suggest the nature of properiy active reading is that of
"the motion of a serpent®, and this stress on the dynawmic
nature of the reader's involvement with the developing work
might seem to mako apparent a limitation of thinking of
a work of literature simply #s 2 heterovesm or golden
wo=ld: a work of literature not only exists spatially as

a4 totality, it also develops in time and it engages

powerful energies in its development. Indeed Kenneth Burke
has argued that the form of 4 work is best thought of as a
matter of tensions »ft;tf}z are created and released in the

reader or s,wutator.h( Perhaps, however, the way of

rec:ntiling these two notions is to recoegaize that the idea

of dynamisim relates to the process of reading, and the

idea of a heterorcsm to the potentially achievable {yet

rarely, i{ ever, torally schieved) possession of a work,

which is the end to which tie reading process is dirscted.,

A most helpful gloss on the idea of possession is offered

by J. V. Cunningham who guotes the follewing passa e From
19

St Augustinefs Confessi

I am sbout to repeat & Psalwm that 1 know.

Before 1 bepin, my expectation is extended

over the whole; but when I have begun, how much
sg ver of it I shall separate off into the past,
is extended along my memory; thus the life of

this artion of mine iz divided between my

memory as to what 1 have repeated, and expectation
as to what 1 oam golng to repeat; but foonsideration?
1towith ome, that throuph i1 nat was
future may be conmveyed over #o as to become past
Whnicn tf mare it is dore again and azain, S0
gach the more the expectation being shortensd, is
the memory enlarged, ¢ill thr whole expecta’ jon
e at length exhausted, when that whole action
being wnded shall have passed into mewory.

18 pross

This¢ s..tle piece of intrespsction can be thought of as
Wecwpleting” Coleridgets serpent image, Cunninghan nicely
eyums up the implication of the passage by commenting, "So

I know a poem or piay - horoughly wien e beginning,

pr— N e

) - '




middle and end are comprehended in one synihetic act of

recollection and that synthetic act of recullectirn is the
2

play”. 0

One of the advantages of thinking of a work of art

as a heterocovw or golden worlad is that, on the analugy of

a person who gradually explores and comes to krow a
particular envirenment, the mctapher can readily accommodute
the simple fact of the reader's sequential progress in time
through a work, and it can ac ommodate toc a recweiicion of
the mor o intricate process of attempting to achieve "one
synthetic act of recollection”, With any highly developed
work of literature possession can never be total, for the
possibilicies of what Roman Ingarden calls “concretion™, or
bringing & work into awareness, are almost infinitely complex?l
Yet it is i, arn ideal act of concretion that a work can
most fruitiuiiy be theusnt to have its mode of being. The
metaphor, or model, £9 use a more fashionable term, of 2
reader as heing caught up into ond coming to know a golden
world allows the notion of active und developing involve-
ment much more readily than, say, the image of a work as sa
artifact or “well-wrought urn” which equally implies a
sense of a workfs self-sufficien.y, but which has inappro-
priate opvertunes ¢ something solid and immobile.
Likewize, i- has an advantage over the notion of a work as
an organic unity. That ides accourcs for a work's liveliness
as well as for its self-sufficieary, but it tends to

ulsusly euergent from 1ts own

suggest that » work is mir
mystericus principles rather than delivered by au act ol
making, Morcover, it is so orientated to the idea of
Yaxpression® thoat it tends to ieave the reader sut of

sccount or to obscure the nature of his involvement,

One of the most important advantages of the golden
world model is that it draws atteustion te the elerent of
self-sufficiency or autonomy in a work while at ‘he same
time suggesting that a work does have a necessary relation

to the brazen world: the poet *goes hond-in-hand with

e




Natare” {100:26),says Sidney. Perhaps the central
difficulty in critical theory, however, is that of
deciding in what way a work is at once self.sufficient

and yet related to life: for some reconciliation of these

viewvs seeomrs necesssry. A resolutely moral approach makes
literature something instrumental, and cannot say what

it uniquely is; a resolutely formalist approach makos

literature something peripheral, and can never say really
2
convincingly what its importance is.~2 It is to an

attempted reconciliation that we must now turn,

i In the first place, it is ciearly impossible for

H the content of a work of literature to exciude veference
i to the merely contingent world, Mallarmé argu.! to the
contrary in essays such as *'The Crisis in Poetry?’,

declaring that,

Speech is nc more than a commercial approach
to reality. In literature, allusion is
sufficient: essences are distilled and then
embodicrd in Idea.

Cut of a number of words, poetry
fazioions a single new world which is total in
itsel! wnd foreign to the langmiyre - & kind
of incantation, Thus the desired isolation of
lanpuage is effected,

23

i But one wonders what sort of body "a single new world”
would have if it were no more than an “incantatiom".
: Even so sympathetic & =student of symbolisme as Arthur
Symons acknowledged that Mallarmé was asiming at an
impossible liberation and indilging in a "chimerical
search after the virginity of language®. 4 ~ta do not
have Jenotations on the one hand and "alius on the
other such that the latter can ce "isclated” in their
purity, If they could, those allusions would Jtill include

predispositions towards certain valuations and feelings.

Moreover, the very use of syntax, tiowever much syntax may

be dislicrted, enforces the notion of ratiornally appre-

nensibl( relatiorships and the sense of an existence
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continuing in taime. Evan nonsense verse depends upon subtle
rwmipulations of the anticipations of sanse inherent in tho
syntax of language and thought. And even Mallarmé admits
tha* in his search for essence he is renouncing an aesthetic
which "has been responsible for certain masterpieces®,

and advocating "a tendency which limiis literature" at the
same time as giving it a new :'reedoas.z5 The symbolists!?
reaction against nineteenth-century realism and against

the tastes of an audience disposed to vncritical and often
melodramatic identification with character and feeling is
understandable; but the nost effective answer to theories
of pure puetry such as ¢ L:o n: Mallarmé anc Valery is the
example of a poem like ‘Le Cimetidre marint' wh'ch proves
itself magnificently impure enough to make ev-en Yvor Winters

claim iv as among the finest of all 1yrics.26

Even the most extreme fantasy worids, and even
"universes of discourse” constructed exclusively from the
miteorials provided by an artistic convention define
thetselves in toerms of, and owe their appeal to, their
difference from an implied normality with all its demands
and limits. As W.H.Auden says, 1f our desire to create
fantasy worlds "arises at least in part from our dis-
satisfaci.on - ith the primary world, the latter must first
be there besore we can be dissatisfied with it".27 What
is more, though the poet is a maker in his own right, he
genorally chocses not to vrite nonsense verse and create
worlds of "pure” fantasy, but to go "hand in hard with

Nature”,

To say that the writer chooses to do this ig o put
it toe negatively, for an almost compulsive necessity to
refiect the nature of the brazen world r veals itself even
in those modes of the imagination that would sesm most open
to wish-fulfilment. Pastoral and romance create what
Tolkien, who should know about juch things, has called a
"secondary world“,28 an exclusive reaim of the imagination
in whiech fading sublunary attributes suffer a change into
"somothing rich and strange”., The erclusiveness of romance

and pastoral might seem to imply that the only limit on the




freedom of th. worlds which they deliver is that they
should sxist in th: spirit of 'Once upon a time t

and end with the promise that !'They all lived happily

A

ever after', But in the act of establishing a world

apart ~ be it that of Arcadia or the Pickwick Club, Faerie
Land or Blandings Castle, or simply a socially remote
sphere of life -~ these modes weave into their very texture
a recognition of the necessities and limitations of the
human condition which they might seem designed to leave
Behind. Though romance affirms that the dragon can bhe
killed, and that the heyo can complete his guest and eandure
his trials, it is coiourcd by the sadness of the knowlzage
that the Round Table is dissolving or “hat Gnuaolf and

the elfin warriors must sail for ever to the western worldj;
and though pastoral offers the assuronce that men can find

contentmert in natuie and in their own hearts, the motto

on the tomb is Et i Arcadin Ego.'9 Though poetrvy delivers

a vision oi u golden «orid, it does not pretend that tne

-

Golaen Age is anything but for ever beyond our grasp.

Art, like play., gratifies us by creating the i'lusion (53

freedum, mastery ond self-sufficiency - s has @ oiten

been said, it is nicely rounded where life is ragged and

incearlete - ver it would sesm thiat the poetic imagin~tion,
werever it vang-s, is discreetly reined with an Lw rnoness
of necessity. "Come live with me”, ~a,9% the poet, ho

hr~ cannot coaceal his wistfulness.

Those who talk of & work of ar< «~ gu’oncmous rively
ixnty that its forms boar no necessary rel. f1on 1o those of
the Lrazen world, Literature can neves be - 2 hardly ever,
against the grain, aspires to be -~ "pure" in fhe senze that
It is sometimes ar;-ued that music and abstroct art may be
pure. Rather, the argument for autonomy nss tznded to be
that the work of art exists as an aesthetic sbjest, that
it belongs to an autonomous realm in which the valuss o! the

moral and practical worl.d do not app. ;.
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In discussing Sidney's description of Arcadia we
began to illustrate the vay in which a piece of writing
can Le thought of as achieving a quality of self-
sufficiency. Perhaps we could extend the consiteration
of ..lf-sufficiency by looking at a complete poem rather
that at a passage of prose. Apd for the sake of variety
ley us take cone by Lyly rather than one by Sidney, his

Cupid and my Campaspe':

Cupid and my Campaspe played
At cards for kisses; Cupid paid.
He stakes his quiver, bow, and arrows,
His mother's doves "~nd team of sparrows,
Loses them too; th»n down he throws
The coral of his lip, the rose
Growing on's cheek {bLut none knows how),
With these the crystal of his brow,
And then the dimple of nis chins
All these did my Campaspe win.
At las' he set her both his eyes;
She won, and Cupid blind did rise.
0 Love! has she done this to thee?
What shall, alas, become of me? 36

Here certainly is a richer world of coral lups and erystal
brows. Yet the poetic heightening ir clearly a matter

of far more than the selection of pr¢ ty deta:ls, each
parading itself for approval. Rosy cheeks and the rest
of the rich catalogue ~ except perhaps for the dimple -
are in themselves no more than the standard attributes of
the heroine of love poetry and had been so since the sixth
century.31 The materials of the poem, from Cupid's arrows
and his blindness to the unassailable mistress and

complaining lover, are as conventional as dacanno parts,

The subject of the poem provides no more than an opportunity

for skilled performance, and the reader's gratification
probably comes as close as is possible in poetry, to being
a response to aesthetic qualities alon:, Words, wilike
blobs of paint or notes in music, come to the poet alrsady

marked by their prior use in the realms of perceiving and




vaiuing, but Lyly's counters are at one remove of refinement:
they come not directly from use but from the reserveir which

the convention has gathered for itself.

What they do need, however, is to be given poetic
life. As Sigurd Burckhardt has put it, "Words already have
what the artist first wants to give them - meaning ~ and
fatally lack what he needs in order tc shape them - body“.32
The richness of poetry is to a very large extent a matter of
the way in which the poet uses his technical rescurces to
restore to words what Burckhardt calls "the corporeality
which a true medium nnods":33 or, in our terms, it is a
aatter of the way in which a poet builds his words into a

golden world of his own making.

The poet makes a world of his poem by subordinating
words to new pgrinciples of order. In the first instance these
principles can be thought of as formai and linguistic.

Consider Lyly's opening couplet:

Cupid and my Campaspe played
At cards for kisses; Cupid paid.

One of the first things that one notices is the alliterative
play. Out of twenty-seven sounded consonants in these lines
&1l bur six are ¢, p, t or 4, and s. It is this inter-

atively few and predominantly plosive

weaving of compa
eonsonants that helps 1o give the lines their sense of a

13 sensuality upon the tongu . In addition the

tastidic
alliteration helps to link the first four nouns in two pairs
arcumd the first verb: “Cupid and wy Campaspe {played) at

This creates a sense of balance which

cards for kisses”,
contrasts with the effect of "Cupid paid” where the principle
of doule pairing is rudely abandoned and a clipped repetition
of consonants is very apparent, In this way something of

the puised expectancy in the game, and then the finality of

the outcome is embodied in the words, And the finality is in

turn emphasised by the way in which the rhyme opens expectantly




on "played” and closes firmly on "paid” which represents
a tightening of the original rhyme word. At the sam- time
the word ‘Cupid’ participates metrically, yet with variaticn,
in each of the sentcnces within the couplet - fi-st
hopefully in a rising foot that asserts jtself against tus
controlling pattern of tbhe iamb, and then in disciplined
conformity to that pattern. Linguists such as Roman
Jakobson are making us more aware of the unexpected extent
of this sort of patterning in poetry, 2 patterning to
which we respond for the most part subliminslly, but

which contributes grnafly to our sense thut a poem has

3
resonance or body.

It is as part of this body that even jaded verbal

counters achieve new life, Consider, for cxample,

+.. down he throws
The coril of his lip, the rose
Growing on's cheek ...

The details are rhythmically pointed by the effect of the
enjamtement which is unexpected after two closed couplets,
and which helps to bving out that surprising change in
status whereby the details cease tu he cunventional
attributes and achieve vividness in their new guise as a
ga~blerts s-ake, recklossly “thrown” across restraining
checks and wrenched from & natural function. In being won
by Campaspe these conventional marks of beauty becoms hers
as if by right., At the same time the poet skilfully

keeps back the detail of the dimple on the chin, which

is not a usual feature of the lady but the cherubic pre-
rogative ot Cupid, so that he can use it to bring the
reader's attention back from conteouplation of the originality
with which the blazoning ¢f the lady is being accomplished
t ohe des oratencss of Cupid’s plight as he prepares to

stake his eyes,

As the last comment suggests, the proce s of

articulation extends to the fermal structuring of the poem
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as a whole. A rhythmical balancing of deltberafe but
mounting declarations ("Cupid and my ... for kisses")
fgalnst abrupt, summary statements {"Cup‘d paid”,

"Lc:es them too", "She won") provides a syntactical
patterning which corresponds (o the fluctuations of
reckless hope and a:most pert trick-taking. This pattern
pulls jv tension against both the m:tre and the re-
strajning couplets to achieve a sens2 of rising momentum
which gathers into the rlimactic "Cupid blind did rise”™,
Then even this climax is neztly capped when, with an

e “ect of superb casualness, the attention is returned
from Tupid to the speaker in the final lines, thus
fulfilling the logic of the opening where the reference

was to “"my Campaspe”.

Such demonstrations have a fatal adtractiveness -

for the demonstrato:r - but, however scrupulously
condycted, they can never communicate what Coleridge
35
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called "the sense of musical delight", the energy and
perfect timing which gives life to the bLody, and by
means of which all the elements in the pattern are made

to dance.

Within the Sormal and vet lively worid which he

creates Lyly succeeds in deing something new with such

old motifs as Cupid's blindness and the cornlaining lover,

He conducts the reader through a sophisticated verbal
performance which alternately teases and gratifies the
intelligence, and which in every destrous manouevre up
te antd including the ingenious double climax lives up to
the courtly expectations of wit and grace. The cffect is
antirely delightful. To say this is both to compliment
the poem and to indicate the way in which it establishes
its own particular controlling limits. FThe speaker
voices a final apprehension of grief, bui all along he

has ponveyed a sense of a#lmost malicious gloating at the

power of his lady, ana his "glas"™ has a neatly parenthetical

poise: the poem's world of cards and Cupids clearly

excludes the brazen realities of loss and suftering.




This distancing is achieved partly because the
poem is so completely contained within its own witty

logic that the reader feels no need to go outside its

playful assumption:. But it is also achieved in a more
self-conscious way. The pare “thesis, "but none knows
how", might at first glance seem to be doing little more
than providing a respite in a long catalogue, and
producing some intricate internal rhyming, In another
way, however, the throwaway phrase is necessary. It helps
to establish the tone of flippant detachment and self-
awareness which i3 the sphere of the poem's existence.

* For a moment the poet allows his ponem to teeter on the

edge of the ridiculous, but only, as it turns out, to
insist on the autonomy of its more than common . and
more than commonsense - world. Inasmuch as we are to

think of the world in which Campaspe maintains her

H triumphant progress, it is a world where roses grow nn
cheeks and can be thrown down as a part bet, and where
i passion and frurtration are divorced from the emotions
: of practical reality. The parenthesis helps to ensure
that the playful limits of the poem are tactfully made

1 clear, and observed,

Lyly's world of pseudo-suffering asserts its

autoromy, but .t does this by conscientiously drawing

attention to the distinctness of its governing conven-
tions from the conditions of life. In this it is quite
unlike a crossword puzzle or an acrostic, other types
of self-contained play with words which provide the
gratifications of logic and of form. Such things indeed
minister most gratifyingly to our desire for mastery -
if we can ever get them out - but because they are
completely autonomous we never feel that it is a

¥ i privilege to enter their world, Nor do we have the
gratifying sense that they constitute a world like and
yet unlike our own. To share the poem's assumptions of

intelligonce and form, to savour its accomplishment and

i




grace, is to feel privileged: to par.icipate in ite
ordered world of discourse i{s to be freed for a moment
from one's involvemen: in life, with all its clumsinsas
and limitations. The poem thus provides imaginative
enlargement by absorbing us into another world, a worild
which is8 satisfyingly complete and satisfyingly exclusive.
And this sory of satisfaction is one which all works of
literature provide, at a primary level, precisely because
they are art and not nature, and whatever the relation

of their subject matter to the world of actuaiiiy.

But this exclusiveness of a work of litvera.ure does
not seew to entail the exciusion from its world of those
values which exist in the brazen world. Nor is this simply
a matter of these being reflected in the content of a
work, In the aci of creating a different world an artist
implios a ~ommiiment to the gualities which colour this
world and give it its uniqueness. Such commitment is
something more than the artist's sense of obligation to
his nrt which Proust discussed: it is a matter of sprecific
comuitments, necessarily built in to the poem and
invested with value in the act of its making. These
commitments are the in vitable reflectiom of the particu~
Jar principles of order which guided the infinitely
complex process of selection, rejection and arrangement
whereby the posm achicved its self-sufficient being.

In *'Cupid and my Campaspe’ it is the sense of such
commitments that creates the feeling of being privileged
to enter the poemts exclusive world. And in this particu-
1»r poem the commitments are to values such as grace,
sophistication, intelligence, humour, se)f-consciousness,
and levity. A poem such as Hen Johnson's ‘'An Epitaph on
Master Philip Cray', on the other hand, is coloured by

values such as honesty, firmness, rigour and moral integrity.

In taliing imaginative possession of a poem one
necessarily makes a sympathetic adjustment to the commit-

ments or "mhos® which p-rvades the whole. Lionei Trilling
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makes this point by claiming that the bost readers are
capable ot hearing “he truth that lies "in the Jjustness
of [ a pgom's_? diction, in the pitch and tone of its
voice.“}b Trilling goes on to suggest that the best

readers,

will know that the poom 3s a created thing,
that it is a creature, and that it has its
own creaturely life, and speaks in its own
voice, which is to be judged as we judge
the voice of ar actual human creature, &a
person,

It fe-ws impurtant to insist in some such way that one's
respounse to the "ethos” of a poem has an intimate quality
that is best described as a sense of direct contact witih

a particular and unique per=onality. When I read,

.+« Dear, 1 know nothing of

Either, but when I try to imagine a faultleas love

Or the life to come, what I hear is the murmur

Of underground streams, wbat I see is a limestone
landscape ...

I say, with a feeling of affectionate cympathy, 'That is
Auden, the authentic volice of his ilater poetry'. When

I read,

They also serve who only stand and wait
38

I feel, no less directly, a sort of protesting awe before
arother personality in Lt8 unigueness. The sense of
jawardness with a cercain set of values and with a certain
vision is so intimate that it seeiss inadequate to say

thut my response is merely to a rhetorically created
persona - indeed it is only the modern formalists who have

felt the need to make 5o much of that term.




A identical inwardness characterises one's
response to dramaticaily presented characters. I know
of nothing so wuch like my rusponse to Milton's sonnets
as 1y riesponse to Prospero at the end of The Tempest,
Consider, for example, the speech where he ronounces

re- enge:

Though with their high wrongs T am sti::k o th?
quick

Yet, with my nobler reason, '‘gainst my fury

Do I take part: the rarsr action is

In virtue, than ir vengeance: they,being penitent,

The sole drift of my purposc doth extend

Not a Mrown further,

{V.1.25)

As in Milton's poem there is a sense of a resolve and self-
contrnal so great thuet mere perscnal feeling is discounted,
Piosperc's forgiveness vannot be warm and immediate for
the situation to which he has brought his epemies hLas
been of his own creation, and it is for him to make the
right, not the instinctive, reaction: inevitably his
forgivenrss must seem deliberate and willed. If there is
semething deepl, disturbing in the quality of the feeling
in these lires it is because there is always something
awesome abcut strong-willed renunciation, and about the

lonely deprivation which seems to go with it.

To talk in this way - and I do not know of any
other way in which one can as effectively discuss the
lines - is to accept impliritly that there is a
contituity beiween the response (o experiencte as it {8
mirrsred in art and the response to experience as it
pressnts itself to the looker-on in 1ife itself: and this
is, after all, wnat the common reader - Dr Jchnson's
common reader and not the devotee of the circulating
iibraries - has always simply taken (or granted, XNor
need such an assumption involve any:ihing like a Pariridge~

at.-the-play nafverd, D, W. Harding has recently brought
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both his authority as a psychologist and his authority
as a most sensitive reader of literature to back up the
claim that the mode of response to a novel, a response
in which the reader simultanecusly feels with, feels for,
and evaluates the behaviocur of the characters portrayed,
“"can be regarded as an extension of the mode of response

made by an onlooker at actual ewents".Bg

In Marianne Moore's words, literature creates
"imaginary gardens with real toads in than',“o and John
Bayley is right to cry in protest against the formalists®
self-conscious insistence on the fictionality of all

fictions:

What Lecomes of Achilles's armour, Alison‘'s ars-,
Othello's handrerchief,Vronsky's mare,Bloom's kidnev?
All gone into the head, or into the paradigm.

41

It seems true tu 5ay *nat one reads literature both as

a copnrisseur and ns an onlooker; and there are, in
addition, moments when one loses all sense of one's
separate and derached identity - for literature in its
highest reaches is the great "drowner of the dykes” that

separate man {rom man,

Let us try to see how connoisseur and onlooker
get along with each other with the help of another
example. Consider Herrick's little poem, 'Upon Julia's

Clothes':

¥hen as in silks my Julia gees,

Then, then {me thinks) how sweetly flowes
That tigquefaction of her clothes.

Next when I cast mine cyes and see

That brave Vibration each way freej

O how that glittering taketh nw!li
2

The contrust between two sorts of movement, texture and

appeal provides a well-organised double finesse that is




comparable with Lyly's trick-taking in 'Cupid and my
Campaspe'; and of course Herrick's poem belongs to the
same continruing traditic. of courtly sophistication as
Lyly's, 1In an important respect, however, Herrick's poem
is different - it dex!s directly with contemporary be=-
haviour, and Herrick is at one level of significance
responcing appreciatively to a new fashion for clothes

no longer hooped braided and banded to the body.bj

Consider particul.rly the most striking lines of the poem:

++. how sweetly flowes
That liquefaction of her clothes,

One savours the rhetorical heightening, but even more the
appropriateness with which the woras give body to an
accurate perception. The Latirism is superbly "brave®, a
confident vernal gesture adequate to the richness of the
$ilks and the movement described, and mimetic in the
delicious flow of its own sinuous movement across saven
consonantal sounds, But even more powerfully the image
vividly evokes the sensuous movem-~nts of the silks, and
suggests the way in which they produce a volatile awareness

ot the supple flesh moving bencath them,

To suy that the perception is vivid, and that it is
charged with strongly sensuous and even erotic emotion, is
not tu make a trite confession; nor is it to remark on
the testimony ¢f the speaker ir the poem whose mode of
address 15 the exclamition and who states explicitly thrat
he is stronply "taken®. It is rather to attest that in the
poem's rhythms and images a particular perception and its
attendant feelings asre powerfullyv realized in an appropriate
form of words, Consequently neither emotion nor p sption
are directly experienced as in life but they are apprehended
as part of that act of total attention which includes
consciousness of rhyme and metre, recognitien that the
Latinate word is used in an unexpected context, awareness
of how the root iden of ‘making liquid’ helps to imply the

effect of the clothes on the flesh beneath them, and so on. .




Keats objectsd to Benjamin West's painting, 'Death
on the Pale Herse', on the grounds that "there é:lg?
nothing to be intense upon; no women one feels mad to
kiss; no face swelling into reality”. He was rignt
ta demand that a work of art should creats the sense of
an intense life, but the hoped-for life which "swells

into reality” is that ‘ife in the poetlry which the

articulation of the work itself creates - it is this that
activates & lively response. This was what Coleridge
meant when he said of Shakespeare's ‘Venus and Adonis?'

thar .

The reader iz forced into too much action tn
sympathize with the merely pa ve of our nature.
As little can a mind thus roused and ‘akened be
brooded on by moan  and instinct emotion as the low,
lazy mist can creep upon ivhe surface of a leke
while a strong gale is driving ¢ cnward in waves
and Billows,
45

Thus wien cne is toapted to say of Herrick's image of
liquetaction that in it the reality of a specific sensuocus
movemant is made golden, with the imaginatvion confronting
and seizine on the bLrazen world in order to transfigure it,
the words “confronting”, “seizing” and “¢ransfiguring” are
one's attempts to cupgest the shock and sepse of witality
that & successiul "corpererulisation” produces: they point
to the rich verbal realization of & varticular perception
which has the effect of making it self-sufficient and
available for Jingering contemplation. Perception in 1ife
is momentary, and we are ecnmeshed in it: perception in

art is heightencd by "the secrel discipline® of form
and made continucusly available to the act of attention
so that the "gaizing heart” may dounle its might. We nave
all used the ciiché "flowing rotes”, but Herrick's lines
enasble us, with s shock of recognition that is indistinguish-

able from discovery, "to imagine thet which we know",
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In denying that "mean and instinct emotion” can
be aroused by art Coleridge tends to obscure the issue,
for he would seem to imply that the arousal of certain
feelngs in art is inadmissable on moral grounds. The
discussion should bave made it c¢lear, hovever, that arc
can realize strongly eroti- perceptions, apd that moral
grounds are inappropriaste for condemning a pce.. 1t is

possible, for exaample, to iasagine a reader left faintly

disauietened by Herrick's 'Upcn Julia's Clothes', especially

in the cvontext of other poews by Herrick. Consider in
this respect the offect of the parenthesis, "me thinks™,

in the first stanza:

When &s in silks wmy Julia goes,
Then, then (me thinks) how sweeily flowes
That liguefacticn of her clothes,

Trne parenthesis holps to .11 out a line, but it also
helps to prudnce a sense of the viewer savouring his

thoughts, This em

sis prrsists as the speaker continues
casting his eyes to garner delights. The delilerateness -
"When ... next o ,.." -« and the curiocus sense of an
impression cat-roriscd and set apart - “that liquefaction
... that brave Vibration® - beip to draw attentiea to the
viewpr and to an almest gloating element iu the quality
of his ationtion. Moreover, he segems content to possess
hi

31 2 in the act of watching., As a result the effect
of the {yem as & whole comes close vo one of titillationy
and it is no great surprise to find tnat in a later poem,
tipon Julia's Fala', the voyveur is leering at the legs
beneath tee 1i,uefaction. In . further succession of

Hervjcs's poems the peeping protagonist is "drown'd in

detishts™ a8 » resalt of contemplating among sthsr things
Juliats petticoats clinging to her thighs, her blush, her
nipples, the roses in her bosom, heyr unlacing herselyl and
her washing in the river. The cumulative iwpression is

+
that Herrick specialises in & preened but muted desire. '

o




To make this sr:t of obs~rvatiou l. not to condemn
Herrick's poems for "mean and instinct emoiion®, Part of
what is e¢ntailed by the notion of autonomy is the
realisation that each work exists on its own terms, and
that it is legitimate for ¢ writer to give expression to
any sort of feeling or experience that he wishes. Judgments
of a work based on the nature of its content alone
reflect little mc-e than the moral and ide@logical
preferences of the ~erson who judges. Voyeurism may seem
a dubious means of obtaining erotic satisfaction, but a
personal Jj:inclination to playing the voyeur should not
lead one to imply that the experience is in itself an

unsuitable one for poetry.

The only legitimate grounds for taking exception to
*Upon Julia's Clothes! would be the argument that as a poem
it doecs not achieve an adequate self-sufficiency. One
would be entitled to argue - whether the arguaent is
really just in this particuluar instance is not the point

at 1ssue - that the poen reveals a disturbing hiatus

Letween thoe ingenucus openness of response whicir the tone
of exclamation implies, and an impression of gloating. Or,
alternatively, that an element of gloating in the poem is
noat brought inwo tull focus by the poet but passed off as
an outgoing appreciativeness. This would be to assert that
the varicus elements in the poem are not coherently enough
organised; that a certain guality in the feeling seems

attuched to the poem or merely present im it, rather than

required hy its own Logic. If this were so (.1 poem would

not be self-sufficient, for, in Coleridge's termws, not
every element in it would "contain in itself the reason why
it is so and not athprhise".&H To say, as T.S5.Eliot does,
that a poem must achieve impersorality and find adeguate

objective correlatives is to assert that it must give the
sense of generating ite own feelings, nowever much it may
reflect its author's personality in its "voice® or athtos.
A poem which is pot self-sufficient leaves the reader

disquieted because of gratuitous and unresolved elements
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in it. It may consequenily Seem Vinetically related to
feelings and matives outside itself, and even encourage

speculation abecut such movives or feelings in its author.

In pornography and some types of sensationalist
literature the work may exist entirely for the sake of those
gratuitous elements, and in the hope of ¢riggering off
kinetic responses. As we have indicated, literature may
«ighrly deal with the gruesome and taboo, but there is a
world of Jdifference between the way in which an artist
forces one to contemplate the idea that a Caliban or
Moosebrugger lurks in the suburbs of every human conscious-
ness; and, say, the deliberately provocative prescn.ation

of

those females of zensavionalist fiction whose “ress is

a iiquefaction in the sorse that it seeme to have been put
on with a spray gun, and who are sure to end up by
mutilating or being wmutileted, or else by marrying the hero,

which amounts to much the same thing,

The continued use of the word "contemplation” may
suggest that there is noecessarily an element of percipience
in ene's response to literature, but Lyly's poem is a
reminder that what is primary in the notion of contemplation
as it relates to art is simply the mind's complete
abzorption in its attention to the world of a work. Within
thet world there will more than likely be artistically
heightensd perceptions whiich relare directly to the larger,
contingent wortd, Tor poems such 2% Lyly's are the exception
not the norm. Al though we bave spoken only of perceptions
thase may woll anvelve conceptual and moral as well as
setsory apprebensions, depending upon what it is that is

reslived for attention i (hLe particular work.

When fen Jonson's posm politely, yeot with a barbed
pertinence, suggests thal wve too blithely aveid speculations
which might turn out to be profitable, it demands that we
attend 1o this idea. The full act of attention to the poem

includes awareness of such things as the verbal play in

R

-

196

&

o




b

r

A A

"surety and the poet's good grace in including himself in
the final charge: but it is focused on an apprehension of the
irstability of human life., When Keats says, "Beauty is Truth,
Truth Beauty ...", he asks the reader to ponder this idea in
the light of the whole poemy; nct to say, 'This remark need
not be thought about seriously, because Keats is only pro-
viding a pseudo—etatement'.SO It is a truism that litera‘ture
presents ideas in a dramatic or feigned ccntext - even a
poem a5 close to statement as Ben Jonson's does this - and
it i¢ another truism that undue emphasis on ideas or themes
in the criticism of literature is reductive and distorting.
Yet it is absurd to suggest, as T.S.Eliot once seemed to,
that a peet such as Shakespeare does not think in a profound
way, and thai he does not proveke thought too. Edgar Wind
reminds us that Baudelaire began his essay *Philcsophic
Art' with the intention of making a plea for "pure, dis-
interested beiuty" only to leave the essay unfinished with
the note: "There is something good an Zzhe opposit37
assumption; it is the disdain of prattle and the conviction

that great painting rests on great ideas.,”

The crurial peint, however, is that the act of
pttention to & work of literature is completely absorbing
and un-sclf-regarding. The mind sets :side, for the moment,
all personal and exterval considerati.ns of the usefulness
to itsolf of what is contemplated. In ! eslio Fiedler's
phrase, it redeems idedas and perceptioens "from use to e
wonder", 2 For the duraticn of its attention its “"set" and
commitments pecome those of the poem., Consequently, it would
perhaps be better not to talk of the poem as autonomous,
lest that shovld suggest that it in some way excludes a
heightened awareness of life and values, but of the act of
attention to the poew as beirg sutonomous, in the sense that

53

though 1 can engage "the whole soul” of the reader, it is
an activity in which his personal concerns and commatments
are subsrdinated to the speculations and evaluatioas which
the poem directly activates and controls. The reader's

experience provides the ground-swell upon which the poem
icides, but the initiative is ~ll with ‘he poem, Mcreover,

though the attention is rdisinterested® in this way,
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appreciation of the poem need not be insulated within
“the aesthetic".

This view of the matter would allow one to short-

,X&,

cirecuit the polarity of aesthetic and moral. The
appropriate mode of attention to a work of literature
would always be aesthetic or disztanced; whereas the
object of attention, that is,the work itself. would be
frec« to embody values of any kind appropriate to 2
principle of order, but always including certain values
normally thought of as aesthetic {in a second application
of the word) simply because the quality of form is

H shared by all works of art.

Looking hack to our discussion of the poet as
teacher, it might be pertinent to add, however, that only
a work in which the pressure of a strong moral "ethos”
is apparent would seem capable of stretching and
sustajning attention to the point wherv the object before
it seems inexhaustible becruse it is felt to open onto

the ultimate mystery of things,

This last remark suggests that one should posit a

hierarchy of self-sufficient works of art, which seems R
an eppropriate and nucessory idea, It is only misapolica-

tion of it that leads to a misguided spiritual or moral
exclusivencss, Herrick's poem is clearly limited to the

mod~ of exclamation, and it makes no attempt to go beyond
the rendering of sensation in all its hedonistic
simplicity. Moreover, Herrick's perception seems to have
exnausted itself in the s:ingle intense apprehension of
"liquefaction”, for the sepcond svanza is merely 8 1ame
attempt to match the first felicity. Herrick thus gives
memorable expression (o an isolated perception without
making any attempt to reolate it to larger wholes of
experience. But nowever mnch the poet may desire "a Life
of Sensations rather than of Thoughts" and wish 1o dwell
in "havens of intenseness”™, "negative capability” befors

the forms of things will serve him only up to 2 certain




point.ﬁj4 As Coleridge said, in the passage to which we
alluded a mowent ago, the poet, if he ig to be "described
in ideal perfection”™, must be thought of as bringing

*the whole soul of man” to bear upon the writing of his
poem., Shakespeare draws upon a perception about viothes
and how they are worn in making Banguo say of Macbeth's
reception of the Thaneship of Cawdor that "strange

garments cleave not to their mould,” PBut with the aid of

use” {I1.i1i.108%). In this way Shakespeare brings a

perception from one arce of oxperience to ths understanding
of ancther sxperience. The force of hie lines, however, is not
simply a matteyr of the way that the perception about

how men wear new and unaccustomed 2lothes is made to

¢ Macbern's observable state of discomforiure j is

iliumi
is due to the fact that the words "strange garments”
and "cleave" imply further awarenesses, "Strange garments®
refers immediately ta he new title bestowed upon

Macbeth, ar "cleave” clearly conveys the shock of the
news which has come so suddenly upon the witches!
prophesy . But the svertones of these phrases produce an
apprehension about Macbeth which one can think of as
formulating itseif at a sublimal level in Banguo, or

which one can simply arcept as mediated through the poetry:

the verb "cleave” points to the unsettling idea of
murder or of vicelent action which has been abruptly
activated at some level of Macbeth's consciousness, and
“sgranpe geiments® points to the robes of kingship which
he similarly st some level of his being desires, but

tells him are stiange and to be

denied. Thus the impression of felt life and of

whivt hiis "wmeuld ot omhn

imaginative enlargement which Shaxespeare's lines produce

is far mere exhilarating than anything which Horrick

achieves because much iarger manifolds of  feeliag and

jmplicatrion beve been both aotivated ana "placed”.
Perhaps the claim that artention can be sustained

ta the maximum only by the pressure of a8 sirong mural
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