"ethos", which is to say by the pressure of 8 temperament
that struggles to discriminate and to understand, and
to push its understanding to the limit, should have been
made initially at least in more modest terms, such as

these which R, P. Blackmur offers when he argues that,

Style is the quality of the act of perception
but it is mere play and cannot move us much urn-
less married in rhythm to the urgency of the
thing perceived: or until - to say it again -
behaviour geis into the words and sings,
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¥e desire the freedom which style offers, and it scems

that a person who is unresponsive to the element of style
in any art is incapsble of a proper response te the life
of a work. A manifes+ts such as the following by Valéry

commarnds the deepest assent:

Je cherihe un mot {(dit le podte) un mot qui goitt
féminin,

de deux syllabes,

contensnt P oou F,

termind par une muectte,

et synonyme de brisure, désagrégation;
et pas savant, pas rare,

Six conditions - au moins}

56

Unless the pocot achieves grace of style he achieves
nothing; but as an end in itself grace of style seems too

ive. The very purity of a poem such as 'Cupid and

exclus
my Campaspe® is, an the last count, 8 limitation, for the
little world of cards and kisses clicks shut so perfectly

that it finally restricts the mind.

Crtega y Gasset has spoken most acutely of the
"wiil to style®, and his phrase implies that thers can be
an element of ruthlessness in the drive to achieve a form
so perfect that it excludes all "psychic contagion®.

Ortega recognises that the desire to dehumanize art may be

it . N o
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fed by a healthy irritation at excessive claims for art
as man's sole source of salvation, but he rzcognizes too
that it may involve a2 "disgust for the human sphere as
such", Lawrence makes a similar suggestion in the course
¢f his presentation of Loerke in Women in Love. One
evening Gudrun and Ursula find themselves alone with the
little German in the Alpine recreat. He produces a
photograph of one of his statuettes - a young girl siung
naked across the flank of a powerful borse. Ursula reacts
strongly to the brutality of the horse, and Loerke

defends his creation, condescending from “the height of

esoteric art to the denths of general exoteric amateurism™:

That horse iz a certain form,part of a whole form.
It is part of a work of art, a piece of form,
It iz not a picviure of a friendly horse to
which you give a lump of sugar, do you ses - it
is part of a wovk of art, it has no relation to
anything outside that work of art.
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Loerke accuses Ursula of beins sertimental and he ridicules
her attempt to relate art to 1ile: he takes the delight
of the reali:t in destroying the dream. But Ursula's

response is not naive, When she protests,

The horse is a picture ¢f vonr own stock,
stup’d bratslicy, and the girl was a girl
you loved and rortured and then ignored ...

she has guesc.od the truth about the "kleine Malschiilerin”
whom Loerke cxploited, and who was the model for the
statue. Loerke is really insisting not that the work of
art is autonomous and dehumanized, but that the cynicism
and cruelty embodied in the statue should be celebrated
and accepted as beyond question: what the listening Gudrun
finds embarrassing is not Ursula's naivety but her pity
for the girl with her small feet "folded one over the

other as if to hide",
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John Bayley poirts out that it has become once
again modish to talk of a writer like Genet as

*annihilating nis subject by the serenity and intelligence
of his imagination”. 9 The comment may have some relcvance
to Genet but it has none to a work such as King Lear.
It is in the nature of certain works of literature to be
deeply disconcerting, and to have lived in the world
of Crime and Punishment for a week, or a fortnight, is
to have known intelligence, but not serenity. Marvell
could, in one mood, contemplate the mind's ability to
annihilate "all that's made/ To a green thought in a
green shade”, but he would have considered it a preposter-
ous idea that poems are precluded by their nature from
celebrating "memorable scenes” outside cthe garden, or
even from making progmatic points about "the industriocus
bee".bo There are different kinds of poetry; and
different effects proper to poetry: nonetheless, tne
majority of writers take it for granted that it is ae
much their task to break down the reader’s barrievs of
indifference as to achieve a proper artistic detachment.
In The kinter's Tale, before Paulina brings the statue of
Hermione to life, she says, "It is required that you
awake your faith” (V.i1i.94%), and in this injunction she
speaks like an artist demanding that we be prepared to
belieave tha. the ci1nated artifact nas buth its own
potential life and the power to traneform (he moyral snd
spiritusl quality of the lives of tuno<e who sxperience it.
Frem Aristotle —wards innumerable attempts have been
made to suggest he nature of this transformation, and
of these we have conside "ed Sidney's '.inetic claims at
some Jength, and with some reservations. In ouvr own
century the accounts crowd =2nJ jostle: art helps the
individual to achieve a balance of hi« emotions, says I.A.
Richards; it provides society with therapeutic rituals,
says Kenneth Burke; it helps us to understand what makes

for life, says Leavisj it reveals !5 us our deeper selves,
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says Collingvood.61 But all such .emarks relate to

the consequences of the reading of poews rather than
to poems, and the critic may well feel that his proper
concern as ~ritic stops at the moment when the poem
ceases to pessess and to enlarge the mind, and when the

reader turns once again to the brazen world.

There is, however, one feature of art which we

must mention before concluding this section. 71 the

"will to st le” is capable of achieving its greatest
potentia’ and of dealing with the richest materials when
the urge of the writer i> to make behaviour sing, it
seems equally true - zs we noticed in our discussion of
hoth the confrontative impulse within the imagination,
and of romantic modes - that one of the deepest urges of

the artist is to do svmbolic assault upon the sweet

autonomy of his sonz. Even in 'Cupid and my Campaspe’
Lyly inserts the '‘ntrusive "but who knows how", even

in Arcadia the shepherd sings "as though he never could
be old”, At the end of The Tempest - and the gesture is
paradigmiti: -~ Prospero drowns his book and breaks his
staff, ani in the Epilogue he steps right out of the play
and ushers the audience back into life. Rilke, in his
poem 'The Spirit Ariel', gives superb expression Lo the
effect of this moment:

Now he terrifics me,
this mun who's duke sgain. - The way he draws
the wire into his head, and hangs himself
beside the other puppets, and henceforth
begs mercy of the play.
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The iwage of the puppet-master cruelly drawing the wire
into his own head is terrifying, for we have inevitably
Seen swept up into Prospero's exercise of his power. We
all crave a sea change: we all tend to identify with

the powerful magician who can conjure it into being. When
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the magician renocunces his magic and “"hangs himsel! beside
the other puppets® we are angry with him for YWwreaking

the enchanted Circle. We are terrified because we are

s6 uncompromisingly returned to 1ife, and returned with

a bared awarensss beth of its joys, and of ths ac’ ing

continuance of htetrayal and loss.
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Chapter VIII

THE POET AS SEER

As Sidney points out, the poet has traditionally
been called not only maker, but alsc vates or 3eer.

Moreover, Sidney's own discussion of the golden world

delivered by the poets has strong transcendental over-

tones, and it culminates in the claim that the poet,

"with the force of a divine breath", brings things forth

far surpassing nature's doings., It is likewise with a
vaulting energy that Sidney imagines tho reader as
transported by the poet's erected wit “"beyond the ignorant

1 N
present”™  to an awarencus of that parfection which pre-

vailed before the "fiist accursed fall of Adam" (101312%}.
Bacon, in almost identicval terms, allows that poetry was
2 : "ever thought to have some participation of div.neness”
because of its power to "raise and erect” the mind (223

Advancement of Learning, p. 97). In such claims would

seem to lie the pot+ibility of extending the idea of
imaginative enlargement into the realm of the numinous,
and hence of giving the highest authority te the idea of
poetic autenomy.
in context, however, Sidney carefully excludes the

right poet from the title of yates, saying that "as the

first and mosti nolle soit LK[ poetr/ may justly be termed

#re waited on in the excellentest

yates, SO0 ;?xght poets,
i languages and best understandings® {102:38) with the nome
of "maker”. Sidney makes it quite clear that he thinks of

the most excellent poets as those "divine ports™ who

“imitate the inconceivabls excellencies of Ged" (101:38),
and ' e imagines the lyric as best used in the manner of
those psalms of David which make you "as it were, see God
coming in his majesty® .n such psalms, he arserts, the

singer shows himself “a passionate lover of ti«t unspeakable
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arud overimsl v Lesnty to be ssen by the eyes of the

faioh® (99:16), and his imege

Wik only o

gloweres oy Foaita cumment that "now we seo througa

. ., 2
w oplass Phiye i tnen face to face™,” Neverthealess,

Sidney’s ipristence that in the ordinary course of

nings the excellence of God is "unspeakable® and

“imconveivable™ makes it clear that he thinks of such
powers of vision 8% utterly bevond the “fore-conceit”
of tihe right poet. T- his view it is divine poetry, and

divine poetyy alone, that has a traly neetic guality.

Spenser u*es an image similar to Sidrey's image
of clear sight in his 'Hymne of Heavenly Heautie! when
he describes the post who mounts up in heavenl: mteme
plation and fixes his eves "like the native broc. of

rhe, p.5397) on the bright Son

Eaglerfs kind” {Po-=tir
of Glocy:, and Donne., praising Sidney and his sister for
their metrical versions of the psalms, suggests that te
two were as truly inspired by the Holy Spirit as the
original p>A)mlit.3 Taat it seoms clear that Sidoey
himsel{ would nut have mace s¢ presumptucus a claim,
Even in his discussion of the psalms of David his main
inters&t is not 0 much in the inspired state of the
pealmist os in the meoans whereby he Timitates"™ the ex-

cellencies of God, "the merely poetical” devices sach

as "potabie prosapopeias” and "free caanging of persons®
which he uses to make yvou "as i were, see God coming”

{99

Slaims 1Bst the enigmase ol allegory, in particular,
mirrored transcendental truths were especially populars
during the Hensissincs, and behind most of thew can e
felt the inslusnce of the Xeoplatonists. Bacon, in his
commentaries on the oncient syths argues that "as
hieroglyphs were before lettsrs, so parables were batore
mrgum»ﬂzs*,h and the sixtesnth-century enthusiasm for
emblems represcnted in p2rt &n attempt 1o Croste an

equivalent of those ancient hicroglyphs which were held

[




to image divine ideas. Spenser refers in his letter to
Raleigh to the poet'a "darke conceit” and to his
"divining of things to come™ (Poetical Works. pp.407 and
408), and even Eraswus included in his rhetoric book

De duplici ceopia verborum ac rerum a section on religious

allegory and on the icon.5 But where Pico tried to

accommodate all wyths and mysteries, however Hermetic,
within a Christiaa frame, Sidney, by contrast, in
discussing the poet as vates, firmly sets aside Orpheus,
Amphion and tlie Homeric Hymns as evincing "a full wrong
divinity” (102:7). His soft-pedalling of the allegorical
defence of poetry is thus of a piece with his more

general chariness of revelatory claims,

In separating the right poet f{rom the divine poet
and in rejecting noctic claims for poeiry Sidney was
being very scnsible, for thore is something pretentious
about such claims, They teqd to make the value of
poetry a matteor of something incalculably beyond itaself,
and they can be thought of as applying at best only to
a very snall minority of poems. Moreover, they involve
a large practical difficulty, one which we touched on in
our brief reference to Mallarmé's hercic attempt tu make
poetry capable of mediating ineffable essences, and one
whith is highlighted in Plorinus's assertion that "the
more beauty, ontering intc matter, is dispersed therein,
the weaker it will be, coempared to that beauty that
remains unto itself“.b The artist can express an
essence only by figuring it forth in an inferiny medium
and by using "merely pootical"™ devices:i thus the very
effort of reducing Form to form is inherently self
defeating. On the ot...r hand, t'2 temptation to sub-
ordinate artistic form to the interests of a higher Form
may be solf-defeating for the poet as poet, in the sense
trat Allen Tate indicates in a comment on Edgar Allen
Poe's clazims for the poetic exercise of the "angelic

jmagination®:
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The reach of vur imaginative enlargement is
perhaps no longer than the ladder of analogy,
at the top of which we may see all, if we
still wish to see anything, that we have
brought up with us frowm the bottom, whers lies
the sensible world. I we take nothing with us
to the top but our emptied angelic intellects,
we shall see nothing when we gt there.

For the de.out poet, the poetic necessity of dealing
with the sensible world and of using the walerials of
poet=y in & poetic way can pose other difficul: les in that
the poetic procvess itself can come (o scew th» socurce of
distracting temprations., Herbert confronts this problem in
nig 'Jordan' poems, as does Marvell in *The Coronet?

where he talks of the ensnaring "wreaths of fame and

i

intprﬁat"g that can kKeep the poetls feelings from a proper
mamility. In an age of unbelief the narure of the

diffivculty changes: noetic claims for the imagination are
¥ froel adde as paot of the attempt to assert ity authority

i against the powerful pretentions of positivism, but the
& ¥ ¥ ¥ )

tend to be presented in an esoteric way lest the basis of
their own authority should too readily betray itsell as
solipsistio. Richard Eberhart nicely defines the common

protlem:

It is man did ity man,
Who imagined imagination,
And he did what man can,
He uncrented creation.

9

1 is Between the Seyllia of a self-defeatving ‘dispersion
of the ineffable! and the Chepybdis of pride anu projec-
ticnism that noetic claims for art pursue their uncertain
way, Not surprisivgly many of the most dedicated

: Z reigious poei- t. k, like T. S. Elioctr, only of “hints and

gu&ﬁsv&“,lo and revelatery claims for art tend to assart

ne more than that it produces a quasi-cognitive sense of

[e—
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illumination. But it is, in the nature of the case,
extremely difficult to give even assertions of this kind
anything like precis: definition.

Sidney's consistent rejection of{ revelatory claims
for poetry makes it necessary to consider the trunicend-
ental overtones of the golden world section of the Apology
vith great care lost they should be misinterpreted. The
issue is further complicated by his assertion in this
context that the poet workx in terms of an "Idea or fore-
conceit® {101:4}, which is often taken to indicate a
sprcifically Neoplatonic background of ideaa.ll Iicino
had asserted that the Platonic prog >ssion towards the
divine source involved a reccvery within the mind of the
creative principle jtself; anc against the background of
such elains some Renaissance writers championed the idea
of the artist as God-like in his creativity with a most
buoyant ernithusiasm. Leonardo da Vinci, for example,
alluding to the Pygmalion myth, one of the oldest sources
of the belief that the artist is truly creative, went so

far as to claim that,

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

12

But an assertion of such confident independence verged on
blasphemy. We are 1nured to post-romsntic assumptions of
the superior nature of artistic sensibility, and to the
idea of the imagination as crepative even down to the
evolving of ladies’ tashions or advertising copy; but the
case was far otherwise for most Renaissance writers,
particularly after the Counter-Renaissance had gathered
steam, and especially in countiies where Puritan feeling
was as strong as in England. A clear triple distinction
was generally recognised: God alone had the power of
creating, nature had the power of generating, and artists

had the power of feigning.




Scaliger, in the passage on which Sidney's golden
world passage was based, claimed that the poet "makes
himself another God, as it were”, and seems not to narrate
the events "but as a God to produce then'.lJ Puttenham,
in a corresponding passage, hedges his semarks with
qualifying pareniheses as though unwilling to commit
himself:

If fartists/ be able to devise and make all
these things of them selves, without any
subject of veritie, they be (by maner of speech)
as croatig gods.,

(The Arte of Bnglish Poecsie, on,bh)

Sidney, on the other hand, makes it quite clear that he
has no intentinn of being "saucy”. He renders Sceliger's
ac Deum alterum as "he dotl grow in effect into another

nature”.

This ~onsistent humility is of a piece with Sidney's
rejection of the idea of divine furor. Where Platonic views
imply "the inspiring of a divine force, rai above man's
wit® {130:%), Sidney chooses to think of the right poet as
ranging "within the zodiac of his own wit” {100:29). We
commented earlier on Sidney's determination to justify
right poetry on its own terms, and, given his sense cf what
s involved in poetic making, it is quite consistent -
hur:ility apart - that he should have rejected a view which
wounld seem to set the poetts art almost at nought, and
which would place the poet in a position of great helplessness
in the sense that he would be constantly dependent upon an
inspiration which he himself could not induce. Ferrick
memorably pinpoints this lass difficultiy, even though he
does not present it as such, in his little poen, ‘Hot every
day fit for verse'!, which neatiy incorporates most of the
features of the Christian adaptation of the classical idea

of furor to that of prophetic inspiration:
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'Tis not ev'ry day, that I

Fitted am to prophesie:

No, but when the spirit fils

The fantastick pannicles:

Full of fier; then I write

As cthe Godhead doth indite.

Thus inrag'd, my lines ar. hurltd,
Like the Sybells, through %‘he world.
Look how next the holy fier
Either slakes, or doth retire;

50 the fancie cooles, till wlien
That brave Spirit come agen.

{The Poetical Works, p.242)

Like Godbole in A Passage to India the writer can only
A Tassage to ‘ndia
say "Come, come, come ..."14, for epiphanies cannot be

produced at will.

Distrust of the idea of inspiration bLecause it
roemed to belittle the poet's art is not uncommon in
Renaissance criticism., Castelvetro argued pointedly that
the ubiquitous references to the Orphic background of
poetry and to its divine afflatus amounted in most cases
to little more than vague attempts to invest it with an
aura of =plond0ur;12n”,as Aristotle was often translated
as having sa.d that the art of poetry was "the affair of
the gifted man rather than of the madman” (Gilbert,p.9k),
he was invoked as an authority for the direct vefutatiom

of Plato's idea of furor.

Despite all such reservations, however, the idea of
inspiracion clearly provides a useful means of indicating
certain elements in poetic composition and in the experience
of poetry that are difficult to describe in other terms,
Herrick's reference to the "fantastick pannicles" lacking
an informing spirit may seem merely quaint or even inept,
but it is true that writing of the highest order cannot be
produced simply by an effort of will; correspondingly,
muny poets describe the sense of flatness or depression
that can follow the completion of a poem - the sense that it
may never again be possible to produce another poem. When

the grapple with words and meanings has exhausted itself
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the experience of o sort of post-coital dejection is

N

unéerstanda-le,. Jor are such psychological expla.ations of
the ideas relating to furor alien to sixteenth-century
criticism, Fracastoro provides a fascinating treatment of
furor in the course of amn account, pui into the mouth of
Naugerius, of how the poet achieves appropriate expression
of "the simple idea clothed in its cwn beruties" (Kelso,
p.376). Naugerius is made to conclude his long description

of the process of composition with a rhapscdic climax:

As scoon as he had joined all the beauties of
language and subject and hal spoken them, he
felt a certain wonderful and almost divine
harmony steal into him, to vhich nn other was
equal, And then he observed that he was, as

it were, carried out of hiwself. He could not
contain himself, but raved like thecse who take
part in the mysteries of Bacchus and Cybele when
the pipes are blown and thu drums re-echo.

Hence, O friends, that Platonic madness {in
j the lon) which Socraves thought heaven-sent,
God is not the chuse, but music itself, full of
a sort of great, exalting wonder which makes the
pulse beat with the rhythm as if stirred by some
violent frenzy, and takes away self-possession,
and rouses one to ecstasy., On account of this
frenzy poets are called divine as if they had

been toucheda by God, and are looked on as seers.
And those who have treated of the beginnings of
things have carried back the whole origin of

poets to the gods, and have r¢lated how Linus
and Orpheus and the older prots were che sons of
gods., Rightly indeed do *"e poets deserve to be
called divine, since they c:ione have invented
that divine speech by which the gods have con-
descended to =peak in oraclys to men.,

(Kelso, p.381}

The passage ~an, of course, be taken at face value. Though
Fracastoro alludes specifically to the Ion and to Orphic
views his description of the post as "carried out of himself"
chimes well with Ficino's mystical extension of the Platonic
jjea of furor which had become widely disseminated without

always being understood in its esoteric intricacy. Ficino




posited a semi-material spiritus with a status between
that of the mortal body #nd the immortal soul, which was
the seat of the imagination arnd the mirror of the Ideal
forms, and which could extend veyond the body in states
of furor - that is to say, in certain revelatory dreams,
in the experience of ecstasy, or in the experience of
artisti: exaltation., In such states a person felt thait he
was indeed "carried out of himself® in the manner of the
lovers in Denne's *The Extasie’, Moreover, in Ficino's
views the particular furor granted to the poet had
correspondence particularly with the divine symmetry, a

Btress which relat to the freguent identification in

Renaissanc: riticism of the nine muses witn the celestial
circies, anu of the harmony mediated by poetry with the
Pythaporean music of the spheres -~ a notion which Sidney
nimself alludes to in his peroration when he talks of
"ihe planet-like music of poetry® (152:20).%7 But
Naugerius!s account can equally be understood in straight-
forward aecsihetic terms. The experience of poetic
axaltation which he describes is (like Ficinots account
of furor) related to two qualities: to an uplifting
excitemont, snd to a sense of "almost divine harmony ",
Fracastoro, hewever, puirts the way to a rationalised
explanations of these feelings by explicitly rejecting any
transcendental claims, "God is not the cause, but music
itself”, he atfirms, Jf we would ask what gualities in
poetry make for the sense of botb frenzlied excitement and
wonderful harmony that characterises the complete
absorption in a work we might recall the view expressed
by Wordsworth and Coleridge that poetry itself is
essentially characterised by the simultansous presence oY
s state ~f more than usual excitement and of more than
usual order: here would seem to lie & weans of relating
poetic cause and ecstatic effect. But we need concern
curselves simplv with suggesting that the reader's
toxperience of furor' can be given & non-mystical explana-

tion.
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Interestingly enough in this .egard Naugerius's

description of the compelling experimce of reading the

poem, and particularly his reference to "music itself”,
recalls a memorable passage ir Dr Zhivagoe in which

Pasternak describes Yuri's complete absorptioa in the

act of writing poetry:

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

) as it were, stood on its head. The ascendency
is no longer witi the artist or the state
of mind which he is trying to express, buy
with languapge, nis instrument of expression.
Language, the home and dwelling of beauty
and meaning, itself begins to speak and think
for man and turns wholly into music, not
in the sense of oputward, sudible sousrs but
by virtue of the power and momentum of its
inward flow. Then, like the current of a
mighty river polishing stones and turning
wheels by its very movement, the flow of speech
creates in pissing, by the force of its own -
laws, rhime and rhythm and countless cther
forms and fermatione:, still mnre important
and until naw undiscovered, unionside-od and
unnamed .

17

Pasternak describes the stage in composition when the
artist is no longer consciocusly selecting and forming,

and Fracastoro the experience of reading the completed

poem, butr both suggest that it is the total involvement
with language, the experience of completely possessing
and being possessed by the medium, that is the source of
the exalted wonder.

Fow ideas are more recurrent in accounts of the
effect of art than the ohservation that it has the power
of 1ifting us out of oursclves by virtue of “he power

and momentum of its inward flow”. Shakespeare memorably




evokes the experience in The Merchant of Venice when he

describes how youthful and unhandlied colts make a
mutual stand on hearing a trumpet sonnd:

Their savage eyes turn‘d to a modest gaze

By thz sweet power of music ...

$ince nuught so stockish, hard, and full of rage,
But wmusic for the time doth change his nature.

(v.i.78¢)

And again he ofTers us the lines in which Benedick says

of the power of music,

Now, «ivine air! now is his soul ravish'dl Is it
not strange that sheeps’ guts should hale sculs
out of men's bodies?

(Much_# " 11.4ii.61)

Beredick falls tack quite unseliconsciously on the
adjective "divine”, and it is agsin sufficient for us
simply to register the fact that the feelings of exultation

and calm which the experience of art in its highest

reaches has been described through the centuries as
capable of inducing is of a kimnd that seems to call for

adjectives such as "beatific”; o, to tempi one to talk,
as vidney does, of the poet as sveaking "with the force
of a divine breath", Significantly enough, the closest
Sidney coemes to repeating this phrasing in the Apology
is in a comment in the course of his discussion of the
poet as vates in which he brings together the ideas of

order and exaltion as proper to art:

Fer that same exquisite observing of number
and measure in words, and that high flying
liberty of conceit proper to the poet, did
seem to have some divine force im it.

(99:3)

So far, in considering claims for the poet as seer,

we have glanced at noetic claims, and at the experience of

s B oy




exaltation which art can procduce; but there is ancother
dimensiczn of Sidney's clauims that needs to be reconciled
with the comments so far made, namely the notion discussed
in the opening chapter that the erected wit of the right
poet offers a compelling "vision” of man's unfallen
perfection. The best way of re-~opening this issue is by
returning to Sidney’s notion of tle poet as working in
terms of an "Idea or fcre-conceit™. This remark is made
in the context of an argument that the poet?!s fictions

are not "wholly imaginative, as we 2re want to say by them
‘ that build castles in the air": Sidney affirms that nature
delivers unly “a particular excellency", wherea. the poet
is led by his erected wit to bestow "a Cyrus upon the
world to make many Cyruses, if they will learn aright why
and how that maker made him® {101:10), It is the reader's
response to the why and how of the poet's intellectual
design, to the "ldea" of a Cyrus, *hat Sidney stresses;

and this wouli secm to indicate chat there is no immediate
warrant for associating his remark with transcendental
claims such as that of Plotinus that “"the arts give no
bare reproduction »f the thing seen but go back to the

s . 18
Ideas from which nature derives™.

In talking of the poet's Idea Sidney was taking his
cue from Scaliger who had entitled the third book of his

”1dea", and who had used the term to mean simply

Poet
the poet's subjec: or inner notion. In his invaluable study
of "Idea” as a concept in art theory, Erwin Pancfsky has
shown that though iu was the conventional medieval view of

compositior that the artist projected an inner image into

material form, this inner image was never given the status
of an *ldea" because that notion had been "pre.empted by

“ ' theolog)"‘.l9 During the Renaissance, the renewed influence
of the Arisiotelian concept of imitation encouraged the
contrary notion that the initiating object wes located
firmly in the outer world. Nevertheless, the precedent of

classical writers such as Seneca stiil gave warrant for
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using the term "Idea™ in & way quite free of wmetaphysical
overtones to point to the set of ideas conceived in the
artist's mind and directing the process of composition.
It vas in this rationalized s mze that 3caliger argued tb .
art could go beyond nature.

It was ~nly towards the very end of the sixteenth
cen*ury that "mannerist®” art critics such as Zuccaro again
gave a central place in their thinkine t~ ¢%- notiun of
"Idea” with revived Neoplatonic overtones. Yet it is
interesting to note that Panofsky insists that even Zuccaro's
essential attitude is thoroughly scholastic and Aristotelian,
and that "there is not very mch mc—e Platonism or
Neoplatonism in ZK15_7 Id-a than .ad been absorbed into
Thomism™. Zuccaro retains the idea of the mental notion,
but he gives it a new status in asserting that this notion
is engendered in the mind by God. As his influence on

Sidney has been argued ' is worth quoting at soue length:

Because of His goodness and to show in a

small ropiica the excellence of His divine ari,
havin; created man in His image and likeness

with respect to th. soul, endowiny it with an
immaterial, incorruptible substance and the

powers of thinking and willing, with which man
conld rise above and command all the other
creatures of t- World excep: the Angel and be
almost a secon. . d, He wished to graut him the
ability to form ir himself an inner inteilectual
Design. so that by means of it he could kncwr all
the creatures and could form in aimsell a .ew
world, and internally could have and enjoy in a
spiritual s -+ that whrch externally he enjoys

and commands in a natural state; and, moreover,

so that with this design, almost imitating God

¢ J vying with Nature, he could produce an infinite
number of artifizial t¥...s resembling natural
ories, and by mesns of painting and sculpture make
New Paradises vizible on Earth. But in forming
thi¢ irternal Design man is very different from
God: God has one single Design, most perfect in
substance, containing all things, which is nhot
different from Him, berause all that which 1is in
God s God; man, however, forms wit:in himself
various designs corresponding to the different
r%i1gs he conceives, Therefore his Design is an
accident, and moreover it has lower origin, namely
‘n the sengex,
21
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In some respects this is remarkably similar to Sidney's

argument. Zuccare, iike Sidney, points te the inteliectual

gquality of the artist's desiyn, and his New Paradise

suggests the golden world writ large., He seems too to show

a8 Sidney-like civcumspection in distinguishing beiween

God's creaiivity, which is pure act, and man's, which

exists accidenter (that is to say, which is not of the essency).

Buy his view of aan 23 endowed with powers of thinking and
illing such that he can rise above and command all

croatures seems closer in tone to Pico della Mirandela

than it does to Si.ney who is quick teo gualify his claim

thatr "our erected wit maketh us know what perfection is®

by idding a most un-Platonic gualification, “and yet our

infected will keepeth us from reaching unto it". Moreover,

Zuccaro's ide2l is a contemplat.ve rathesr than an ethical

sne, There was, &«s we have feen, an important polarisation

in Renaissance thouaght between two conceptions of wisdowm,

the f rat the Meoplatonio and scholastic idea of

g on Jdative wisdom, a transcendent ﬁg}nntig: the

second the ciie huminist idea of wisdom ss essentially a

rational and scrive prudenria. And it is clear where

Zidnev's sympathies lay. To speak of Zuccaro in the same
Breath as Sidney partislly illuminates, but it also
partially obscures Sidney's distinctive emphases; and
particularly ss Zuccaro's work was not published unril 1607

there would seam to be inadeguate Teasons to posit, as
2

3
Geaffrey Shephers does,  that Sidney was writing with

the advanced art theorizing of men such as Zuccars in mind,

By the lat> sixteenth-century both Platonism and
Neoplatonise hed permeated in some form or othey almost

evory strain of ‘hinking, and C,8. Lewis prevides a

umeul t mgainst seeing specific Tevidence of Pantheism,

P atenism, or Calvinism in gnomae which are really the
commonplares of ¢11 Western Christendom"._3 What as much
more rewarding than positing specific sources i8 simply

to interpret Sidrey’s views on the status of poetry in

e
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terms of the significantly variea views of the nature and
status of the reason which the Renaissance had inherited.
First there was what we can think of as the Anyustinian
tradition., The Church Fathers, who were in tne.r own way
influenced by Platonic sources, had made a dis:inction

t: ween natural reason, corrupt since the Fall, and

1 _ht reason. Augustine himself had a poignant sense of
the limits of man's human capacities, but agaiist these

he set the infinite potential of right reason:

With the sight of the soul we see in the
eternal truth, from which all temporal things
have been made, the form according to which
we effect something, in ourselves or in bodies,
with a true and right reasonj and it is from the
same source that we conceive and possess a
true knowledge of things.

24

"Right reason” in this viev of it is God-given and quite
unlike thar fall-»n natural reason which men are so prone
to trust. Wwhen Sidney talks of divine poets with their
minds "cleared by faith" he is obviously thinking of that
direct inspiration which allows a man, in Augustine's
words, to "see in the eternal truth", And Sidney'!s views
on the limitations placed on man's capacities by his

infected will are also Augustinian in tendency.

But .he other tradition of views about the reason
which the Renaissance inherited derived from Aquinas who
had been influenced by Aristotle's claim that reason, or
logos, wh i works discursively from tirst principles, and
intellect, or nous, which has access to higher realaties,
were related qualities of the rational! soul and continuous
with ons another. In this scholastic view the higher
faculty, intellectus, was thought of as “"the shadow of
angelic natuve in man”,25 affording an intuitive and
indjvisible grasp of truth; whereas ratio represented more

or less what we understand by discursive reason today.

It is impovrtant to noutice th .t for the scholastic philosophers

L




ratio was not thought of as fallen, though, as Shakespeare
puis it, the "clear spirit" could be "puddled” (Othelle,
III.iv.142), Understandably the more optimistic humenists
welcomed the idea of a continuity between the lower and
the higher reason, It was on _he basis of the unfallen
potential of ratio that Philip Mornay insisted that the
most effective way in which the true religion could be
"declared unto Infidels" was by rational argument, and it
is the very process of such rational colloquy that Donne

presents us with in his Thivd Satire, 'Of Religion'.

When Sidney says that "our erected wit maketh us
know what perfection ic" he would seem to be speaking not
exclusively of poetry or goets, but making a general claim
applicable in one way of thinking to all Christians, and
amounting to no more than the notior that the mind achieves
in the higher reaches of its working an intuitive sense
of truth and perfection. The claim was a commonplace and,
as we remarked earlie -, even Calvin allowed it in that
it gave a more cutting edge to the idea of Original Sin.
The claim was implicit too in ‘he Sixteenth-century view

of the mind as a continuous hierarchy of faculties.

We noticed in our opening discussi-n of the "form of
goodness" that despite Sidney's separa..on of divine and
right poets he, no less than Spenser, welcomed the idea
that the rational exercise of the powers of the mind in
poetry could enlarge the reoader's concept:ons and move his
mind upwards: it could work in such a way as to
*supplement the power of grace‘.zb It is noticeable that
timc and again in the Apology Sidney falls back naturally
and inevitably on images of illumination ~ poetry, he says,
“jlluminates’ truths which would otherwise "lie dark before
the imaginative and judging power" (107:32); it sets
forth notable images in such a way that "we seem not to
hoar of them, but clearly to see through them"; and its

characteristic effect is sucn as to "strike, pierce Z;ng7




porsess the sight of the soul® (107:13). Given the view
of the mind as a hierarchy of rational powers, the

question never arises, as it does for later thinkers, of

how much intuition owes to the poetic maker and how rmuch
to the "breath” that blows through him.

Other patterns of thought such as the belief in the
Great Chain of Being snd in the educative force of love,
and the efflore. cence of magic and resurgence of the
animistic view of the universe, all confirmed and re-
inforced the Christian assumption of a continuity between
everyday experience and the numinal world. Against this
background it should bz clear that the view of the poet's

Idea o¢ fore-conceit as an initiating mental notion implied

i

a good deal more than the exclusively rationalistic and
conceptualizing activity that it might seem to involve
for a post-Cart.sian mind. Consider, for example, the

following passage from Mornay:

Philosophers have marked that there is in man
a dubble Speech: the one in the mynd, which
they call the inward Speech, which wee conceyve
afore we utter it; and the other the sounding
image thereof, which is uttered by our mouth
and is termed the Speach of the Voyce; eyther
of both the which we perceyve at every word that
we intend to pronounce ... For the witte or
understanding doth by and by conceyve an inwarde
Speach uppon the thing which is offired unto it,
and begetceth or breedeth that conceyt in our
mynde as it were by a1 suddein flash of Lightning,
and afterward our mynd uttereth it more at
leysure by the voyce, the which voyce (not-
withstanding) is unable to represent or expresse
the inward Speech pertectly: insomuch that wee
sec many mep have a great number of goodly
conceyts in taeir mynds, which they be not able
to expressng ana that in expressing them eyther
H by worde or by writing, they mislike their owne
doings, because thoy bee farre inferiour to the
things which they had conceyved in their mynds.

(111.327)

Mornay thinks of thinking not as dependent upor prior

perceptions and as beginning with the scnses, but as a
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process of conceiving in which an "Idea"™ is in the first
instance "offsred” to the wit; and he goes on to affirm
that it is ultimately by such offerings that the erected
wit is “"perfected in the knowledge of high things" (III.
328). His immediate point is that a process of "falling
away” ie¢ inherent in the movement down the hierarchy
from the initial conception to the level of expression
by the "Speech of the Voice™, and he is using “is as an
iIlustration of the more difficult general notion that
"according to the diversities of natures; the breedings
or begettings doc varie asso™ (III. 325). But it is
interesting that wh2n on the other hand he wants to
illustrate not a "falling away” but the complete "in-
wardness” of God and his Creation the image he uses is
that of God as the divine artificer, And in *hat context

he affirms that,

As the Craftsman maketh his works by the
patternc which he had erst conceyved in his
mynde, wtich ratterne is his inward word:
so Gnd made the World and all that is
therein, by that sayd Speech of his as by his
inward skill or arte.

(111,328}

Two things are of narticular moment .. these guotationa,
In the first place the motion that veonceits are "offered”
to the wit froem above is treatea with perfect naturainess
as an account of how wisdom s achieved by man: the
notion is so much taken for granted that it can be used
to illustrate and explain a more difficult notion. At

the same time, the "Craftsman", a category which ot course
includes the artist, is spoken of with equal Casualness
as conceivirg, completely bv himself, « pattern in the
mind which is the "fore-conceit® of his work. Clearly

the ideas of the nature of the mind's working aveilable
to Sidnev and to his contemporaries were flexible enough

both to allow the sense that conceiving in general,
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and as evidenced in a2 work of art, was of its natnre
intuitive of higher truths, and to provide a down-to-

earth, psychologically-nrientated account of the process

of artistic creation. It is o:ly our own rationalism

that insists on holding such things apart. Ia the sixteenth-
century empirical and "metaphysical"™ habits of thought
freely commingled, for men had not found it possible to
think of either mind or matter as purely mechanistic in
their operaticns, Mornay's assertion that the wit breeds

a conceit in the ming "as it were by & sudden flash of

lightning” looks both towurd> the simple phenomenon of
"grasping” the sense 6f something before one is able to
articulate oneo's undersvanding; and towards a more than
rati-salistic explanation of the status of the mind‘s

conceits.

A. D. Nuttall has recently arguec with great energy
and convincingness that it was the peculiar genius of
the sixteenth century "to see the ideal not as separated
from the here-and-now but as i1 c.rpenetrating it, where
tinterpenetrate! was given full imaginative force".
Nuttatl ecven goes so for as to suggest that mental imagery
and tnought itsalf might well have had a dirferent con-
figuration in an age where Queen ¥ zabeth wazs Gloriana
and an ordinary deciduous tree the Royal Oak Ireating
any direct refe:»ncs to Platonism as though it would divert
the reader frow iecognizing i much more fundamental habit
nf thought and feeling than could be explained in rslation
to phil >sophical beliefs, Nuttall affirms that the tanguage
of sixceenth and seventeenth-century poetry, in which
abstractions and unisersals are presented with sensuous
substantiality, is "ontolegically assertive”, Such an
argument is a refreshing -~discovery of the pertinency of
Sidney's claims that the srected wit of the poet delivers

a golden world,

The end of our discussion has returned us to our

initial consideration of the poet's "speaking picture"
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which is capable of a wonderful deliverance of the very
"form of goodness®"; and the possibility of such a return

attests not to a glib neatness of presentation but to

the inherent consistency of Sidney's central attitude. Yet
once again, as in our consideration of the nature of

poetic autonomy, it is necessary to step for a moment
beyond our chosen historical limits before closing off the
discussion of the strange and more than rational assertive-
ness of poetry. For it seems arguable that the lxnguage
of poetry can always be thought of as “"ontologically

assertive™, inasmuch as poems are by their nature feigned

2 abstractions, varieties of toncrete universals".28 This is
as true of the use of language in poems as of poems in
themselves, This is in part, as Wimsatt points out,
because the language of poetry tends to be rich in metaphor
which is itself a sort of creative concrete abstraction,
but for other reasons too. Consider a representative
detail from the opening passage of the Prolc¢_ue to the

Canterbury Tales, Chaucer's description of the birds

sleeping with "open eye’. This detail is not really
metaphorical, nor does it imply a hierarchical correspond-
ence or predicate a universal in the manner that Nuttall
has in mind. Neverth tess, as iils repetition in the
description of the Sou.iire suggests, it is beantifully
“symbolic”™ of th- isleeping vitality o7 the "young"

sEnS 0N, Maoreovey in addition te¢ concrevfzing a universal
guality 1n this way, it reprefents in tire generality of

1tas reference what John Danby ¢rscribes as,

a courteous ar. deliberat withdrawal into
the common, crowded, and compstitive
culsrities of everyman's eacheone-
difterent-irom=all experience, The tender
crops - be they wheat, maize, oals, barley,
grass; the small birds -~ thrushes,
blackbirds, chaffinches or whatever everyman
i remembers most personally.

29
As Danby rightly goe ¢+ say, Chaucer “choosas to
express ant the p.. sonality but the common




civilization®™; and this is a civilization where a
particular value is predicated for every particular

by the simple fact of its existence within the enclosing
frame of order which God's plenitude and justice pro-
vides, Thus the very confidence with which Chaucer's
language renders the typical without heightening or
mythologizing it, and the way in which it retrains from
final and specific judgments on the particular can in

itself be scen as ontologically assertive.

At the other extreme from Chaucer!s use of
rgeneralized” details, to take another example,is
Wordsworth's typical practice as illustrated by the
opening stanzas of ‘Resolution and Independence! where

every detail has an jmmediate perceptual basis:

There was a roaring in the wind all night;

The rain came heavily and fell in floodsj

But now the sun is rising calm and bright;

The birds are singing in the distant woods;

Over his own sweet voice the Stock-dove broods;

The jay makes answer as the Magpie chatters;

And all the air is filled with pleasant noise
of waters.,

30

Each iuage has the vivid particularity of a clean per-
ception; the roaring is 10t merely the noise of the wind,
but the sum of all the noises of the storm as these are
thrust at¢ the senses by tae wind, Similarly rhere is

a precision in the apparent yepcetition of "came heavily
and fell in floods”, for the first phrase suggests the
way in wialeh it is enly after the storm has built up
that the rain begins te fall with all the intensity of a
first cownvour, while the second suggests the long,
steady continuance of the rain. Each successive effect,
from the careful modulation in "cali and bright” to the
differentiation of ‘he birds?! singing, has a similar

perceptual accuracy. In this Wordsworth'!s descriptive

P



detzils illustrate what time and again romantic pro-
nouncements on poetry avow that poetry should achieve,
namely thé& restoration to perception of a quality of
vividness and wonder. Thus Ccleridge explained that

Wordsworth's aim in the Lyrical Ballads wes,

to give the charm of novelty to :hings of
every day, and to excite a feelirg analogous
to the supernatural, by awakening the
mind®'s attention from the lethargs of
custom and directing it to the loveliness
and wonders of the world before wus.

(Biographia Literaiin, p.169)

The idea has remnined a2 commonplace, memorably en-
livened nearer our own day by D, H, Lawrence who put it

thusy

Tre essential quality of poetry is that it
makes a new effort of attention, and
tdiscovers! a new werld within the known
world,

31

Such statements of intention help one to realize that
although Worideworth vividly evokes a specific scene,

the ewvocation of detail is such as te imply the prescnce
of an attentive conscliousness which is mediating the
perceptions. The storm is remembered; the present

details - the siow rising of the sun, the continuing
sounds of birds and water - are apprehended as extending
through time, and they tend to represent things which
are physically removed and whose presence is mediated
by the ear rather than registered immediately oa the
sight, A consequent effect of pensiveness in the lines
is espocially apparent in the image of the stock-dove,
apd interestingly encugh Wordsworth himself remarks in
a note on the image that ne thinks of the dove as

'prolongiihﬁ7 her soft note, as if herself delighting
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lying even the abundant vitality and “"presentness”

part of the scene, of hearing the woods and distant

what matters is that they induce in an attentive

one is prepated to go along with Geoffrey H. Hartman
in sayving that ¥Wordsworth "carries the Purirtan quest
for eviden-es of mlection into the wost ordinary

emotional comnxts",)3 Hartman is clearly right in

in the minute attention which Wordsworth gives to

lite.

Qur century has seen a T
istic romantic idealizing of nature, and an attem
insist on its "neutrality”. Consider, for a moment,

Wallace Stevens's little poem, 'The Snow Man':

One must have a mind of winter
To reguard the frest and the boughs
Of the pine-trees crusted with snow;

And have been cold a long time
To behoid the junipers sheziged with dce,
The spruces rough ir thas distant glitter

0f the January sun; and not to think
Of any wmisery in the sourd »f the wind,
In the sound of a rew leaves,

to listen to it, and participating of a still and quiet
satisfaction”. The comment prints one to the sense

of calm and satisfaction whi:h is apprehended as under-

the hare running races ip its mirth. 7“his sense of deep
satisfaction, of instinctive possession and belonging

mirrors the speaker's unselfconscious delight in being

waters roar, or h=aring them not, "as happy as a boy".

1he particular perceptions are not valuable in thenselves:
conse josusness a mood in which the heart is completely

absorbued by the season, a mood in which the poet recovers

the sense of belonging that he had when a boy. Whether

wmplying that thers is something ontologically assertive
rendering the particularities of perception in such a

way tnat they predicate a sense of continuity between

self and object, and a sense of contsct with the universal

oil from the « racter-




At the level of statement Stevens suggests w! at would be
involved in completely avoiding the "pathatic fallacy”,

and in sreing nature as
from his Teelings. But, in the very
nothing that is
deliberately brings back the subjectivy
"distant glitter”, for the adjective
neutral fact of distance from the sun out te the impression

of enlarged and emptied space which the winter landscape

provides,

brightlv but gives no heat.
18 that human seeing is almost inevitably anthropomorphic

in this way, the force of his description is such as to

exemplify

and enlivens
word "shagged'

descrijtion of the junipers sud helps

effect of

has notic:

bristiy, needle-like leaves;

trastings arpearance of the deodars whose

Which is the sound of the land

Full of the same wind

That :3 blowing in the same bare place

For the listener, who listens in the snow,

And, nothing himself,

Nothing thac is not there and the nocthirg that is.
(Colle« ted Poems, p.9)

and to the sense of a sun which glitters

the way in <hich the seeing mind particularizes

one who, by looking tong

4 the precise configuration

needles tend tu swoep down and

Such closeness of atten ion - the achievement of "a mind

of wintexr”

Tinwardne

respect for the object in its essentiality or naenceitas.

In addition Stevens!s description of the troes
demonstrates the way in which the mind insists on
structuring its impression: in analogical terms,

speaker talks, perferce, of "the pine-trees crusted with

in the sense not of neutrality but of

inalienably sepsra:.e from man and
t of naming the

~here before the snow jan's regard, Stevens

ites not to the

Not only does Stevens remind

the objr.ts before its

for example, lends intimacy to the
and hard at the trees,

and noticed too the

flatten under the snow.

- seems to involve what is almoest 1 sort of
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spow” and of the “junipers shapged wi
use ~f metaphor to articulate impress

cortinuity botween different objects

snd human forms. {Ir the latter respect 1t is worth

noting that the Oid English and Old
which “shag® derives mean "be:srd”,)

Rabitys of our normal thinking and

N

perceiving are

o erinObill

th ice . The very
jons implies some

and butween objeois

orse words from

Arguably the simplest

"omtclogically

yet ancther way

impossible
the poem at
any migaery
win

anow and

Lo remaip neutral

in the

A

assertive™, Indeed

in which the mind finds it slmost

tafore sbhjects; fov though

the level of ar, wment denies that there is

sound of the wind the imagws of winter,

sesm in context to have something of an

archeotvpal quality - they put roots down inte the deep
levels of the mind where the ideas of winter, of snow and
of wind cluster subliminally around our fears of death

and of mon-beis

to deny such

the soul
Eariier cent
discoveratle
operations,

discoveri

but whicheve

be buliit intw
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seyarge”,

fears its images activate them and

at once familiar and

uries were dispoved to think of truth as

above the upper levels of the mindls

whereas we are more disposed to think af

it Lelow the ra-ional levels of consc’ ousness;
rospatial wetx yr we use there would zeem to

the mind the necessity of positing an order

itx comprehension but putting pressure

apprefiensions,

s poem reflects one of the most important

N T s Both the "primary” activity

s

e af the poetic imagination

BOCiviLY
Stevens affirms that the truly

enlooker sees nothing; whereas

sive

tively constitutes the world which it knows,

spary schievement of Srevensts poem - and the

is open to pocms im general - is that by =
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Stevens's poem illustrates

the understanding

the



mysterious sleight-of-hand impossible to the discursive
rationality which it might seem t. be exemplifyirg in
its use of mtatements it gives life to the snow-bound

scene which it mediates. It creates the felt presence of

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

Such de<ails are not the "nothing™ which a Locvean view
might lead one to posit, bi't presences endued with
liveliness. A man ade of snow is incapable of seaing or
hearing: un the ¢ aer hand, a man who has completely
taken possessiun of the wintry scene truly "beholds” the
sut .tantiality of the non-human world before him - he

", 4t this level of

truiy "behelids .., the nothing that is
jmplication 3tevens re-activa‘ = the root meaning cf the
verb "beholds” to stress the mind's activity in holding

in a state of conceatration that which it has focused,

and to suggest too that the mind rejoices in this strange
power of boholiing. Though we have finally no way of
knowing whether the constitutive acts of the mind are or
are not, <o revert to Coleridge's formulation, “a
repetition in the finite mind of the eternal act of
creation in the infirnite I AM",BZ the quality of wonder
which chararterizes them is rthe same whether it relates to

a furthes reality or not,

Constivutive sesing represents a mode of the mind's
working whicu is more intimrie tn it and more rich and
strange than anvthing availasle to the workings of a
merely discursive reason, nd this is one reason why a
rationalistic accownt of poetry such as that vhich Yvor
Winters provides is always in the last resort profe andly
unsa(xsfy;ng.Bs put if constitutive see. 1g is somelhing
whichi the poet shares with other men, he alone has the

peculiar power of re-corstituting his sseing in a form
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of words: he is at once a "see-er” (which is the
characteristically modern and phenomenological eguiva-
lent of "seer") and a maker. In this regard Stevens's
poers can remind us of the conditions of postrv's
existence. It is { sossible either for an inhuman snow
man or for a man completely subdued to his own personal
secing and feeling to achieve or to respond to style.

Inly between the stances of compleie objectivity and

complote subjectivity is the mind free to create, and to
move in & self-sufficient world which will accommodate
both mind and what is beyond mint in a permanent and
living relationship. In enshrining such freedom a poem
delivers an ever potential golden world of language

in which the reader may discover life and order
miraculously shining through bare words. The concrete
universal of the poem constitutes a tremendous concen-
tration cf verbal energies, and the experience of the
poem, over and above any experience of seeing which it
mediates, seems in itself to have a strange and powerful
cognitive effect becaue it tekes the form of a growving
perceptiun of relatiorships and a growing involvement in

a dance of tensions,
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CONCLUSION

At the en” of the saction on the poet as maker
1 tried to accommodate the aesthetic to the moral by
arguing that whereas the appropriate mode of attention
to a work of literature should always be aesthetic or
contemplative, the work itself is free to embody values
of any kind, and the act ¢ attention to it involves =an
intimate engejement with a particular “ethos". 1
argued too that it would seem only a work in which the
presviure of a strong moral ethos is felt that proves
capat le of stretching and sustaining attention, and
ultimately of moving rhe mind to the point where the
object bLefore it seems inexhaustible., In the section ou
the poet as seer J enidorsed 3Sidney's reservations about
revelatory claims for art, but I argued that the idea
of literature as a strange delivery, "cognitive" at
levels bevond the rational, needs to he accommodated to
the previous discussion. Throughout I have tried aoct to
forget, nor too crudely to insist, that the poo is &

teacher.

It has been part of my intention, in using Sidney's
Apology as a frame, to indicate that it has a breadth
and suggestiveness that saves it frowm the rigidity of its
avertly didu eic emphasis, But the impulsiveness and the
Lroad humanity of Sidney's speculations about literature
seem to me to offer a lesson to our own age of acute
critical and theoretical selfwconsciousness. At a time
when the march of methodology is tending to move away
from the rich intimacies of personal involvement with
literature and towards philosophical subtlet -, it is
salutary to be reminded that the critic may well be wisest
who resorts, like Sidney, to a metaphor as elusive and

yet as suggestive as the image of a "golden world®. The
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yg best archer need not te a ballistics expert, and what

-

%;‘ might seem, by modern professional standards; the very
”H& naivetd of Sidney's views allows hiwm Loth a provecative

pertinency and a sometimes contradictory inclusivencss,
The practice of criticism suggests how difficult it is
even to describe with any degree of adequacy the complex
and often contradictory impulses momentarily and
uniquely resconciled in each single successful work of
arty and it seems most likely that the forms and
applications of literature are so various that they admit
of no ultimately coherent discursive description,

i Possibly too, it is of the essence of literary experience
that it should have zbout it the sense of an enceunter

with "unpath'd waters, undrzam'd shores" (The Winter's

Tale, IV.iv.535).

Thesecus complains that "the story of the night" is
something mwore than "cwol reason® apprehends:Hippolyta

asks us to approve the "strange and admirable" »ffect

which the story achieves as it grows to "something of
great constancy”. Towards the end of the Apology, in

the course of his discussion of comedy, Sidney contrasts

delight and laughter in the fo lowing way:

Delight we scarcely do but in things that
have & conveniency to ourselves or to the
general natures taughter almost ever cometh
of things most disproportioned to ourselves
and nature, Delight hath a joy in it either
permanent or present; laughter hath only a
scornful +ickiing (136:16).

The riew which sees the response of laughter as close to
a scornful snort occasioned by deforamity or disproportion

is a typical Renaissance one, and in its essentials very

similar to Bergson's notion that we laugh at the sight
of the mechanical encrusted upon the living. DBut Sidney's

brief comments on delight are much more irteresting.
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Delight, he says, is not an sxplosive or ephemeral
reaction: "it sath & joy in it either permanent or
present®™. Thie joy, he suggests, is conseguent upoa
recosiieing someth'ng as convenient to the general
nature or to ourselves - that is to say something ex-
actly what it ought to be or what we would desire it

tu bes the idea of "conveniency" obvicusly enough

connotes ideality and affirmation, but more than mere
ideality would seem to be involved, anc it i3 this "more™
that seems particularly pertinent, In cemmenting on the
example of Hercules with great beard and furiocuy
countenance, dressed as a woman and spinning at Owmphale's
commandment, Sidney says that though the scornfulness
of t'e action causes iaughter, "the representing of so
strange a power in love procureth delight® (1736:37).
It would seem that it is only when conveniency and

strangeness come together that they breed an abiding
Joy. Sidney's immediate point is that this abiding joy
is the proper effect of comedy: even so the end of
The Winter's Tale images a sirange and hardly to be imagined
promise of perfection in the figures ot Perdita and

Florizel:

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

In such a vision poetry becomes, in words of Puttenham
which are perhaps as opposite a gloss on Sidrey's golden
world passage and on the idea of imaginative enlargement

as any,

an ayde, and coadiutor to na-ure ... rerdering
the causes wherein she is impotent and d~fective
... and in some sort a surmouvnter of her skill,
s0 as by meancs »f it her owae effects shall
appeare more beautiful or s1range and miraculous.
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In the jovyful wonder of comedy, in the sensc of
awe that mingles with woe when the tragic modes of the
imagination engage the mystery of things, in the
playfulness and cogrni. ve strangeness of poetic language
iteelf, literature creates a “strange and wiraculous™
effect of imamginative enlargement that carnot be

gainsaid.

Une of the most provecative passages in the Apnlogy

is that in which Sidney says,

Marry, they thet delight in Poesy itself
should seek to knew what they do, and how
they doj and especially look themselves in
an unflattering glass of reason, if they be
inclinable unto it. For Poesy must agot be
drawn by the ears; it must be gently led,

or tather it must lead; which was partly the
cause that made the ancient-learned affirm it
wes a divine gitft, and no human skill: sinca
all other Knowiedges 1 ¢ ready for any that
hath strength <¢f wir; a poet no industry can
make, if his own genius be not carried unto
it; and therefore is 3t an old proverb,
orator fit, poeta nascitur.

{132:26),

Heroe wo ire level-headedly brought to the limits of
level-headedness, Similarly, when Valéry sets out in

Tne ar

of Poetry to describe the composition of 'Le

Cimetid e warin' he speaks of
¥

my attemprs, my gropings, inner decipherings,
those imperious wvrbal illuminations which
suddenly impose a particular combination of
words - as though a certain group possessed
some kind of intrinsiec power.,. I nearly said:
some kawd of will to live.

2

In any age it would seem, poetry, and the ropsideration
of it, bring one irresistibly to the peant beyond which

workings of the mind become mysterious.

-
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NOTES

INTRODUCTION

1 All quotations from Sir Philip Sidney's An Apology
for Poetry - hereafter referred to simply as the
Apology - are identified in parentheses in the
text with page and line numbers relating to Geoffrey
Shepunerd'!s edition {London, 1965). Where I have
quoted separately within a single paragraph a
number of phrases or sentences from the same
immediat: context I have given only & singlie reference.
It has been my practice throughout when giving
line refer.ices (whether for Zidney, Shakespears
or any other writer) tr locate only the first line
of a quotation i.e. . cite {100:29} rather than
(100:29-33) or T100:2911{.). 1 owe & great deal to
Geoffrecy Sheph rd's axcellent introduction and notes.
Another recent editio« of “idaey's essay whose notes
T found helpful is A Defonr~e nf Poetry, edited by

J. A. Van Dorsten (Oxio: , iJtu). Modern editors

owe a good deal to the edition by Albert S. Cook,

The Defense of Poegy, otherwise known as An Apology

for Poetry (Boston, 1890).

2 A Mid ner Niphtts Dreem, (Iv.iilo30),  All
quotations from oshakespeare @ e from W.J.Craig's
Oxfor# Standard Authors single volume edition of
the Complete works (Lonuon, 190%), and references
will heroeutter be given, wienever it is convenient,
in prrentheses in the text.

3 A1l quotations in this paragravh are from the
speniec. =nwechs of Act V, Scenme I. For discussion

of A Micicymeor Nisbiits Dream as a play at least

RN

W weout jnetry, see bDavid P.o Young, Something
The Art of ‘A Midsusmer Night!s

1

IRy

i Codsveny e and arcirew Do koiner,
TAMultiformitie Uriforme”t, ELH 28 (1971).

4 Quoted Ly Randall Jarretl in A S:id Meart at the
Supermarket {London, 1963), p.BI.

dia exists in three states: a) The
origing version, a work cumplete in five books,
written some time between 1377 and 1580 but ne.er
published until 1926, 1 follow common practice in
referring to this version as the Old Arcadia.
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b) Sidney’'s incomnlete recasting and expansion
of the first three books of tuc Old Arcadja,
stopping midway through a sentence. This wark
was published in 1590 by Sidney's friend Fulke
Greville., It is this version to which I refer in
talking simply of the Arcadia.

¢) Sidney's revision as described ahove, published
in 1593 by his sister the Countess of Pembroke,
together with the rest of Book Three, and Books
Four and Five of the 0ld Arcadia very slightly
revised. A connecting passage clumsily linking
the revision with the later section of the 01ld
Arcadia was added c. 1613-1616, It is this version
that has boen read through the centuries as

The Countesse of Pembroke's Arcadia and on the
few occasions when I refer to it I do so by that

name,
I treat a) and b) as independent works each
‘ requiring to be considered in 1its own right, and

; 1 largely ignore c, as an unsatisfactory hybrid.
i I fail to see how the task of revision could
possibly have been completed in such a way as to
preduce an ending in conformity with the final
books of the 01d Arcadia. The best discussion of
the various texts and textual problems is in
William A, Ringler's edition of The Poems of S.r
Philip Sidney {(Oxford 1967?), pp. 36h -BL. ALl
quotations trom Sidmney's poetry are fror: this
edition.

6 A work which I admire and whose strategy is
somewhat similar to my own, though it does not use
a specific text or author as a focus, is Laurence
Lerner, The Truest Poetrv: an Essay on the Question
What is Literaturs {Londony 1960) .

CHAPTER 1

3 1 For the Union Dead (London, 1963}, p.71.
2 On Renaissance humanism I have found particulezrly

helpful the synoptic views provided by works
such as Hiram Haydn, The Countor=-Renaissance
(reprinted Gloucester, Mass., 1966); Paul Oukar
Kristeller, Eight Philosophers of the Italian
Rennissance (Londan, 106): André Chastel,

The Ape of lumanism: Europe 1%80-1530 (London,1963)
and Josopn Antihony Mazzeo, Renaissance and
Revolution {London, 1967). Among articles on
more specific topics, two that have in particular
influenced my views are Don Cameron Allen,
tRenaissance Remedies for Fortune: Marlowe and the
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Forturati!, SP 38 (1941); aud Herbert Weisinger,
*The Henaissance Theory of the Reaction Against
the Middle es as a Cause of the Renaissance',
Speculum 20 (1943). The translated texts in

The Renai:sance Philosophy of Man, edited by Ernst
Cassirer et _al. (Chicago, 1945) are indispensable.

Summa contra Gentiles, I. xxxvii. Quoted by Haydn
p. 65. For Aquinas, as for Dante, contemplative
virtue is not sowethir apart from but something
beyond the achievement of moral virtue. The
quotation from Erasmus on education is cited by
Thomas Greene, 'The Flexibility of th» Self in
Renaissance Literature', The Disciplines of
Criticism, edited by Peter Demetz ot al. (Hew Haven,
1968,

Quoted vy Kosemary Syfret u.n her Introduction to
Selections from Sidney's Arcadia {London, 1966},
p.15. Syfret’s Introduction and notes are most
helpful.

All qguotations from Sidney's let.ers and from his
prose works other than the Apology are from
The Complirte works of Siy Philip Sidney, edited
by Albery Feuill srat in fou volumes {Cambridge, 1912~
1925). References to Volume and page are

indicated in parentheses in t.ie text., I have
kept the often unsatisfactory punctuation of
Feuillera-'s text but I have inserted the

appropriate letters where he indicates the sign Avs
and 1 have stamdardized letters in raised type.

Aristotle, The Nicomachern Ethics., translated by
Sir David Ross (world's Classics, London, 1925},
I.i. and I.iii. Sece also A,E.Malloch,
t"Architectonic® Knowledge and Sidney's Apology',
ELY 20 (1933).

Sir Thomas Elyot, The Book named The Governor
{Everyman edn. London, 190,), Book l.x.; and
Roger Ascham, The Scho'emaster, in Enplish Woiks,
edited by W, A, Wright (Cambridge, 1904}, p.23l.

See S.K. Heninger , Jr., 'The Renaissance
Sapversion of Pastoral® JHI 22 (1961}; and also
ion of pa. .oral in Hallett Smith,
an Poetry (Casbridge, Mass., 1952).

vive dis
Elizabot?

The Poetical WKorks of Edmund Spenser, edited by
3. ¢ Smith and E. de selincourt {(Uxford Standard
Authors, Londen, 1912}, pp. 419 and 417. Ouce
an edition of & writer's works has veen cited in
.. footnote, subsequent references will be given
where convenient in parentheses in the text.

o
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10

11

13

16

George Puttenham, The Arte of English Poesie,
edited by Gladys D. Willcock and Alice Walker
(Cambridge, 1936}, p. 19.

The translation is based on tnat by E. V. Rieu,
Virgil. The Pastoral Poems (The Penguin Poets,
1955), p.2%.

See Yvor Winters, Forms of Discovery: Critical and
Historical Fssays on the Forms of the Short Poem
in English (Denvpr, 1907); <.+ V. Cunningham
Lyry . Style in the 1590's?, in his collection
The Problem of Style (New York, 1966); and G.K.
Hunter, Drab and Golden Lyrics of the Renaissance',
English Institute Essay< {New York), 1970.

From Verses of Prajse and Joy written upon Her

Majoesty's Preservation, (546, anthologized in
Poctry of the Enplish Renaissance 1509-16:C,
edired by J, William Hebel and Hoyt H. Hudson
(New York, 1929}, p.19o.

From 'The complaint of Henry, duke of Buckingham',
The Worke of Thomas Sackville,lord Buckhurst,
edited Ly the Rev. Reginald W. Sackville-West
{London, 1839}, p.150.

me_of Sir Walter Raleigh, edited by Agnes
M. C. Latham _The Muses' Library, London, 1951},

. Lewys, English literature in the Sixteenth

Century, excluding Drama (. xford, 1954), p.64.

S¢e the trrnslation in Allan H, Gilbert, Literary
Criticism: Plaro to Dryden {(Detroit, 1962},
especially pp. 4791 Unless otherwise stated all
transiations from Italian critics are from this
invaluable source work, and they are hereafter
acknowledged in parentheses in the text. For
discussions of Renailssonce attitudes towards enic
see Graham Hough, A Preface to "The Faerie Queene!
{lLondon, 1902}; E. M. W. Tillyard, The Engiish
Epic_and ivs Background (London, 1954); and
Vernon Hall Jr., Renaissance Literary Criticism:
A study of lts Sgcial Content {(New York, 1945).

See Etnel Scaton, 'Mariowe's Light Roeading!
in Essays end Studies Presented to F.2.Wilson

(Oxford, 3939},
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18

13

20

Douglas Bush, 'The Isclation of the Renaissance
Hero', in Reason and Imagination, edived by J.A.
Mazzeo {London, 1962}, p.57. The phrase "the
sternal brood of glory excellent® is irom The
Faerie Queene, I,v.1. -

Elvet, p. 193, For a discussion o' the traditions af
Renaissance magnanimity see Margarct Greaves,

The Blacon of Hoenour: Studies in Medieval and

Re aissance Mapmanimity {Londen, 190k},

'A Prayer for My Daughter', Collectsd Poems {London,
19%5), p.21l. E. M, W, Tillvurd quoles the
description of Kalendar's bouse 2t the very end

of his bonk The Enclist RBevoissance: Fooot or Fiction?
{Baltimare, 1932} in order to 1llustrate waat the
Renmissance in 1t1s peculiavly English forw was able
to accomplish,

Rosemond Tuve, Elizabethan and Metaphvsical Imagery
{Chicago, L1947}, p. 3%7

Two otlier pass
this repard,
1561 tronsd

apes are of particular interest in

e iirst is from Sir Thomas Hoby'e
arion of Haldassare Castiglione's

The Hook ot the Courtier, (Evervaan sdition, Loncon,
TalEG, p. o,

Pillers, and great beames uvpholde high
buildingss and pallaces, and yet are they

no 1o pleasurctull anto the syves of the
boholters, than profitable to the

buildings. When men began firs. to builde, in
the middle of t} temples and houses, they
reared the ridee of the reofe, not to make
the workes t¢ have a better shew, but
becnuse the water might the more commodiously
avoide on booh sides:  yet unro prefit

there was forthwith adjoyned a faire sightlinesse,

s that 1 under the skye where there
falleth io nor raine a maa should
Buiide o Teaple without a reared ridge, it

is to bee thousht, that it couldc have
neither a shew por Aan tre.
The second pessare 8 {rom Puttenham’'s Arie

of 2n, and it is particularly
i1 supgests the reiationshi

comelineas and the principle of

EEYE RS
botween the

decorum:

The Greekes osll this good grace ol eusry
thing in his kinds, Yo ¥peTey , the Latines
decorum we in our vulgar call it by a

scholusticall terwme decencie our owne Saxon
English terme is secomolynefise iaat is to say

240
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26

28

29

30

31

for his good shape and vtter appearance well
pleasing the eye, we call it alsc comelvynesse
for the delight it bringeth coming towardes vs
«..we are faine ... to apply the Z;era7 to
all good, comely, pleasant and honest things,
euen to the spirituall obiectes of the mynde,
which stand no lesse in the due proportion
of r-asor and discourse than any other materiall
thing doth in his sensible bewtie, proportion
and comelvnesse.
Op.cit. pp.304f.
Walter Patey, The Renaissance. edited by Kenneth
Clark, deridian H.oks, %ew York, 1961}, p.33.

J. Huizingr, The Waning of the Middle Ares
(Harmondsworth, 1955}, p.39.

To & Wealthy Man who Promised a Second Subscription
to the Nublin Municipa! Gallery if it were Proved
the Peopie wanted Pictures', Collacted Poems, p.219.

Yeats, 'A Prayer for My Daaghter', Collected Poems,
p.211.

tTo Penshurst', Poems of Ben Jonson, edited by
George Burke Johnston {The Muses' Library ,
tonden, 19540, p.77.

"woral Essays, Epistle IV, Of the Use of Riches!',

1.176. On the traditinn of Country House poems
sec . R. Hibbard, 'The Country House Poem of
the Seventeenth Century!, JWCI 19 (1956).

Arthur Q. Lovejoy, The Great Chain of Being
(Cambridy ., 1637, p.%0. On plenitude see
also Fdward tiubler, 'Three Shakespsarean Myths:
Mutahils .y, Plenitade and Reputation', English
Ipstitute F (New York, 1949); and L.C.Knights,
tThe social b wground of Metaphysical Poetry’',
Further Explorations {London, 1963).

Mass

The phrase is Charles Williame's quoted by C.S5. Lewis
to describe Spenssert's view of the Creatiorn in
Studies in Meoiesnl and Renaissns ce Laterature
{Cambridpe, 19ou}, p.lol.

tSpeaking oi Poetrv', jected Poems of John Peale
Bishop {New York, 1941, p.3.

tSunday Morning', Ibe Collected Poems of Wallace

Stevens {London, 19533), p. 0. Stevens does mot,
however, feel the herror of mutability in the way
that Shakespeare does.




35

36

38
39

ho

A1

42

43

The specific references are to Sonnets 12, 98, 1
and 129 respectively.

Geoffrey Bush, Shakespeare and the Naturai
Condition (Cambridge, Mass., 1956}, p.27. See
also U. L. Barber, Shakespcare's Festive Comedy
(Princeton, 1959); and Northrop frye,

A Xatural Peraspective: The Develspment uof
Shakcspearean Comedy and Romance (New York, 1965).

The Parlement of Fowles, 1.23. All juotations
from Chaucer are f-om The Complete Works, edited
by F. N. Robinson {London, w.d )

The Loeb Classics editor's translation of
*Magnificentia est rerum magnarum et excelsarum
cum znimi ampla guadam et splendida prapositione
cogitatio atque administratio', quoted by Roremord
Tuve, Allegorical Imagery: Some Medieval Books
and Their Posterity {(Princeton, 1Sao), p.39.
My comments on magnanimity here derive largely
from Tuve'!s discussion o1 the concept in her
first chapter.

Tuve, Allegorical Imagery, p. 79.

Spenser's Imas.s of L17e
), passing

See C. S. Lewis
(Cambridge, 190

2
7

The phrases are from the Proen to Book VI of
The kicrie Quoene, stapzas 3, 6 respectively,
For a discussion of Book VI
Harry Berger Jr., 'A Secret
Facri» Yueene, Book VI', in _

s vy
srawm Lhe English
Ratnlusen

Yilliam Nelson {Selezted Pas
Institute, New York, 1961); =u
Williams, 'Courtesy and Pasto
Queene, Book VI', RES n.s. i

See the discussion of the Graces in fagar Wind
Pagan Mysteries in the Renaizsance (London, 19%8),
pp. J3it.

IThe Revenger's lragedy,Ill.iv, Colliections af
moralized exempla, of which the Gesty Romanorwm
1% a good example, had flourished since the
1100ts, and Erasmus's Adag'a was one of
known Henaissance collections <{ senteutious
aphorisms,

Lest-

Huizinga, The Waning of the 'tidile Ages, p.38.
See also his fiiistoricai trdesis »f Life' in
Mon and Idess: History, the Middie Ages, the
Renaissauce (London, 1960}.
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CHAPTER il

tJanet's Repeutance', Scenes of Clerical Life
{(Stwdard upiform editior, Edinburgh and London,
n.s.', p.3°3.

fUnder Ben Bulten', Collected Poems, p.J99:

Michael Angelce left a proof

Cn the Sistine Chapel roof,
Where but half-awakened Adam
Can disturb globe~troiting Madam
Till her bowels are in a heat,
Proof that there's a purpose ret
Before the secret working mind:
Profane perfection of mankind.

Northrop Frye, Fables of Identity {Xew York, 1963),
p.152.

The Parlement of Fowles, 11. 127-140.

Robert Lowell, 'waking Early Sunday Morning',
Near :he Ocean {Londcn, 1967}, p.13.

Castirlione, p. 193.
Ibid., p. 186,

William Butler Yeats, Autobiographies (London,
1955), p.478.

T. S. Eliot, 'Gerontion', The Complete Poems and
Plays (London, 1969), p.38.

See Introduction, note 5.

See in particular John Danby's interpretation of
the Arcadia in glizabethan and Jacobean Poets
(formerly Poets on Fortune's Hill), (London,196%).

See D. P, Walker, 'Ways of Dealing with Atheists:
A Background to Pamela’s Refutation of Cecrop’al
Bipliothegque d'Huranisme et Renaissance 17 (19555.
0~ Pomela a8 a virtuous heathen see the chapter
on attitudes towar-ds Providence in the Arcadis

in William R. Elton, 'King lLear! and the Gods
(San Marino, Calif., 1968).
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12

13

14

Fulke Greville, Lord Erooke, The Complete Works
in Verse and Prose odited by the Rev., A. B.
Grosart (Lcndon, 1870}, Vol.IV, p.20. Compare
the passage in the Apology in which Sidney,
answering the charge that poetry abuses men's
wit, writes:

Grant love of beauty to be a beastly

fault (although it be very hard, since
only man,; and no beast, hath that gift

to discern beauty}; grant that lovely

name of Love to deserve all hateful
reproaches (although even some of my
masters the philosophers spent a good

deal of their lamp-oil in setting fourth
the excellency of it} ... yet ... {(125:12).

Institutes of the Christian Religion, II.2.12-13.
Quoted by Shepherd, An Apology for Poetry, Notes
p.15%9.

Fulke Greville, 'A Treatie of Human Learning'.
Quoted by Edward William Tayler, Nature and Art
3 Renaissance Literature (New York, 19064).

the standard biography
of Sir Philip Sidney

Avart S rom Greville's |
is M.W.wallace, The Li
(London, 1615}, 3ece aiso John Buxton, 2ir ' nili
Sidney and the English Renajssance {London, 1954);
and Koper Howell, Sir Philip Sidneys The Shepherd
Knipght {London, lhod).

Haydn, The Counrer-Renasissarce, p.xiii.

Romans, VIT. 149. On the general climate of feeling
in England see especially Haydn, aop,cit.;

Douglas Dust, The Renni ance and English Humanism
{Toronto, 14934l Hardin Craig, The Enchanted

G1 s: The Renatssance Mind in English Literature
(Oxtord, L990): Theodore Spenuer, Scakespeate
and the Naturo of Man {(New York, 1942} H. J.
C. Grierson, Cross-Currents in English Literature

of the Seventecnth Contury {(larmondsworth, 19vu)s
and F, P. Wilson, Elizaberhnn and Jacobean
(Oxford, 1940},

Few passapes seem as relevant te the spirit of
early Northern bumanism as the following lines from
a letter written by Erasmus in 1518, and quoted

by Huizinga, The Waning of the Middle Ages, ©».32:
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I am not so greatly attached to life;
having entered upon my fifty-first year, I
judge 1 have lived long enough; and on the
other hand, 1 see in this life nothing so
excellent or agreeable that a man might
wish for it, on whom the Christian vresd
has conferred the hope of a much happier
life, in store f¢r those who have attached
themselves closely vo piety. Nevertheiess,
at present, I could almost wish to pe

re juvenated for a few ycars, for this only
reason that I believe I see a golden age
dawning in the near future ...

It is perhaps worth adding that The Fraisa of
Folly includes a passage on the folily of not
cormitring suivide, See also Don Cameron Allen,
*The Depencration of Man and Renaissance
Pessimizm', SP 35 (1938).

For general critical fdiscussions of the Apology
see especially, in addition to the Introductions
to Shepherd's snd Van Dorsten’s editions,
Kenneth O. Myrick, ;iirPhxlig Sidney as a
Liternry Cysaateman (London, 1901}, Arthur
E. Barker, 'an apology for the Study of
Renaissance Foetry', in Liternry Views: Critical
and Historical Fssavs, edited by Carroll Camden
TzhiLu{u, Tuni)s and David Daiches,Critical Approach
to Literature {fonden, 19ci}.

TRibh Considers Christian Love Insufficient',
Collectii Poems, p.330. For Swilt on sarire - one
of a numberr 0! passages in his writings making
the same point - see 'The Aathor's Preface to

the Battie of the Books', A Tale of a Tub

ard The Tattle of the Books (London, 19t8),p.172:

Satire is & sort of glass, wherein
beholders do generslly discover everybody's
face but their owni which is the chief
resscn for that kind of reception it meets
in the woerld, and so very few are offended
with it.

Percy Bvsshe Sheliev, ‘A Defence of Poetry', in
Englists Critical Frots, edited by D.J.Enrignt

nd Frnet De (Lickuera (London, 1562}, p.249. In
asing the phrase Shel’ey is making the point that
our scientifiic kinyvicdge has outrun our
conception of its significance.
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Thomas Aquinas, The ‘'Summa Theologica' (London,
1914), Vol.VI, p.473. (First Part of the Second

Part, Quest.on XLI, Article 4},

See ais chanter 'Acting out Iceas in Sidney's
Theery' in Idea and Act in Elizabethan Fiction
(Princeton, 1969}, The linet from Stevens are
the ovening lines of '0Of Moderr Poetry!',
Collect.d Puems, p. 239,

For an exc.llent discussion of this soug see Neil
L. Rudenstine, Sidnev's Poetic Development
(Cambridge, Mars,, 1967}, pp. 258f. It is worth
recalling that Thomas Nashe, in his Preface to
Sidneyt's 'Astrophel and Stella' (1591}, ccilected
in Elizebeihsn Crivical Essays, edited by G.Gregory
Smith (uxtord, 1905), Vol.ll, refers to the
sequence as presenting “the tragicommody of love®;
and he sums up its effect by declaring "the argument
cruell chastitie, the Proiogue hope, the Epilogue
dispaire® {p. 223).

For balanced discussicns of the post-modern lenial
of form see Frank Kermode's chapter 'The Modern!

in Continuitiers (London, 1908); Sigurd Burckhardt,
'Of Order, Abstraction, and Language'!', Yale Review
53 (i964); and E, H., Gombrich, 'Art at the End

of its Tether', in Innovations, edited by Bernard
Bergonzi (London, 1960%), A most stimulating work
germane t< cnv . hole topic is Anton Ehrenzweig,
The Hidden Order of Art (London, 1967)

Tate's version of 1681 ends with Cordelia married
to Edgsr, and it provides the sententious closing
lines:

Thy bright example shall convinre the World
(Whatever Storms of Fortune are decreed)
That {ruth and Vertue shsail at last succeed,

For Rymer's discussion of Qthello see 'A Short
View of Tragedy', The Crivical works of Thomas Rymer,
edited by Curt A, Zimansky (New Haven, 1950},
pp.11-v4 and especially p. 162,

James Joyce, A Portrait of the Artist as a Young
Man (London, 1950 /19lu/), p. 209.

+, &, Eliot, 'Little Gidding II', Complete Poems
and Plays, p. 194,

J. V. Cunningham, Woe or Wonder: The Emotional
Effect of Shakespearoan Tragedy (Denver, 1931).
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Thomas Aquinas, op,cit., Vol.VI, p. 475. See the
whole section, 'First Part of the Second Part,
Questions XLI-XLIV' (Vol.VI, pp. L6B-98) which
deals with fear in itself and with its objects,
causes and effects.

Cunningham, p.2l1. This stretch of my essay, even
down fo the illustrations provided, owes a great
deal to Cunningham's book. Cunningham does not,
howewver, discuss the ending of King Lear. Two other
stimulating discussions of wonder in an Elizabethan
context, but from different points of view, are
Vennis Quinn, 'Donne and the Wane of Wonder' ELH

3€ (1900); and Kitty W. Scoular, Natural Magic:
Studiex in the Presentation of Nature in English
Poetry from Spenser to Marvell {Oxford, 1965). The
Tinest genevral discussion of wonder that I know

is to be found in Josef Pieper, Leisure the Basis
of Culture ({London, 1952),

See John Shaw, 'King Lear: the Final Lines!', EIC
16 (1900). Two asetul articles on the final scene
of the play are J, Stampler, 'The Catharsis of
hing lear -, and J. W, Yalton, 'Lear's Last Speechf,
both sh:> 13 (19c0). See also, largely on the
strength of its title, Geoffrey L. Bickersteth
*The Golden orld of King Lear', PBA Vol. 32 z1956).

Yeats, 'Lapis Lazuli', Collected Poems, p. 338,
The phrase "the time is free" is from Macbeth,
V., vii. #4,

Wil iam Empson, fFool in Lear!, The Structure of
Complex Words {London, 14%1), p. 156. Empson's
discussion of the final effect of the play forms
part of one of his finest essays.

Sigmund Freud, 'The Theme of the Three Caskets',
reprinted in Literary Criticism: An Introductory
Reader, odited by Licnel Trilling (New York, 1970),
p. 315. See too the discussion of the final scene
by Frank Kermode, 'Survival uf the Classict,
Shakespenre, Spenser, Donne {London, 1971).

william wWordsworth, fThe Borderers', III. 1339f.,
Popricsl Works (Oxford Standusrd Authors, London,

1536}, p. 5i.

Essays and Introductions (London, 1961}, p.245.

[ . -
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35 Letter 32, 'To George and Thomas Keats, 2°st
December, 1B17', Letters uf Johm Keats {World's
Classics, Lonuon, 1954), p.53, For an excellent
discussion of Keats and the tragic see Lionel
Trilling, 'The Poet as Hero: Keats in His Letters®,
The Opposing Self (New York, 1955).

36 t0n sitting down to read King Lear once again',
Poetical Works (Cxford Standard Authors, London,

19567, p. 380.

37 Quoted by Anthony Cronin, A Question of Modernity

{London, 19u6}, p.25.

T have been unable to trace the original source
of the guotationt it i3 not one of the essays

t ccllected 1n The Dver's Hand. What seems like a
dovelopment of Auden's view in this quotation

occurs in his essay 'Robert Frost', The erts
Hand nid Otlhor Essavs (New York, 1968), p. 3B,
where he distinguisiies between Ariel-dominated ard
Prospero~dominated poetry. The passage is so

appropriate that 1 Guote it &t soue length:

We warnt a poem to be beautifus, that is to say,
a verbal earthly paradise, a iimeless world
of pure play, which gives us delight precisely
because of its contrast to our historical
existence with all its insoluble problems and
inescapable suafering; at the same time we
want a poem to be true, that is to say, to
provide us with some kind of revelation about
sur life which will show us what 1ife is
really like and frec us from self-enchantment
and deceptian, «nd a poet cannot bring us any
truth without introducing into his poetry the
problematic, the painful, the diforderly, the
ugly. Though every poem involves some degree
»f collaboration betw~en Ariel and Prospero,
the role of each varies in importance from
one poem to another.

18 “Cify without wWalls', City Without Walls (London,
1969), p.13.

39 Quoted by J. R. R, Tolkien, 'On Fairy-stories’,
Tree and Leafl (London, 1960), p.hl.

Lo R.P. Blackmur, 'Between the Numen and the Mohas

Notes Towards a Theory of Literature', The Lion
and the Honeycomb (Londen, 1950).

g




CHAPTER 11

*Christianity and Tragedy', Bevond Tragedy: Essays
on_the Christian Interpretation of History iLondon,
1938), p. io3. For Lawrence's atti:ude towards
Anna Karenina see 'Study of Thomas Hardy?',

Selected Literary Criticism, edited by Anthony Beal
{London, 1955}, p. 177

Their real tragedy is that they are unfaithful
to the greater unwritien morality, which would
have bidden Anna Karenina be patient and

wait until she, by virtue of greater right,
could take wha:¢ she needed from society; would
have bidden Vronsky detach himself from the
sy=tem, become an individual, creating a new
coleny of moerality with Anna.

'Miching Malechot, Good Talk I, edited by Derwent May
{Londcon, 1%u3),

*Preluce to The Portrait »f a Lady', The Art of the
Xovel : Critical Prefaces by Henry James, edited by
R. ?. Blackmur {New York, 1934}, p.h>:

There is, I think, no more nutritive or
suggestive truth in this connexion than that
ot the perfect dependence of the 'moral!
sense of & wurk »f art on the amount of
felt life concerred in producing it.

A most interesting recent discussion of this complex
problem is Iris Murdoch, 'The Idsa of Perfection',
vale Review 053 {1904,

'Double Plot in Sidnev's Dld Arcadia', MLR oh {1969},

pe 250 Anocther good discussion of the woral plot

of the Old Arcadin is Elivabeth Dipple, *Harmony

and Pastorel in 1 VLd Arcadiat, ELH 35 {1968).

See also lur 'Metamorphosis Jn Sidney s Arcadias’
Py 50 (19710,

e, for example, in his recent study Heroic
cudine in Sidrev and Spenser {Cambridge,
Mass,, l5u<] makes only passing reference to the
Old srcadia, and then says sweepingly, “In the 01d
Arcadis the princes, once they have become the lovers
of Famela and Philoclea, are treated with constant
irony and appear fquite ridiculous™; p. 38, J. Carey
in tne second volume of th. recent 'Sphere History
of Literature an the English Language'® has little

R v i i -
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time for either version cf the Arcadia but at

least he btrings his prejudices firmly inte the

open by declaring that the works are "kept in

the tilt-vard, with hardly a ven’ hair to split*, in
*Elizabettian Prose', English Postyry znd Prose

1540 - , edited by Christopher Ricks

{endon, L 70}, p. 274, The mosu extended
discussion or the 0ld Arcsdia is Hichard A, Lanham,
*The Old Arcadiast', Sidnet's Arcadia {New Haven 1963}.
Lanham's work has done much 1o rescue the

Gld Arcadia from critical neglewr and he is
partivularly good on Sidnev's treatment of “"ihe
paradoa of passion”ip, 383); but he over-stresses
the comiv element in Sidney's handling and he

fails 1o suggest the real subtl-ty of Sidney's
attitules.

’; [ See Boscla's dying spewsch:

ca. Uh othis gloomy world,
In what a shadow, or deop pit of darkness
Doth, womanish, and fearful, mankind live?

(V.v.99)
and hae earlier speech:

We are merely the starg' tennis-bails,
struck znd banded
Which way please them.

(Vv.iv.53)

Quotations are from The Duchess of Malfi, edited
by E. M. Breunan (The how dermwids, Lenden, 1964).

. D, M. Anderson, 'The Trial eof
the Princes in the A7 int, BES m.s. 8 (1937},
tries 1o wccount for Philanss!? anger and for the
severity of the final sentences by aiguing that
the political theme is domipant in the book, and
that “the sole prooccupation of Philanax and
Euarcivgs i$ to punish those who have subverted
che order of socisty and to get the constitution
working asain®(p.%ll),. It seems 13 me doubtful,
Mowevs r, that this is Sidney's "sole precccupation”
in the work,

i Lanham, p. 48

y
11k

g IV. dii. 135-%0, TWhat vou do/  $till betters

what 18 wone ...%,

9 The Preface to the 13473 Countesse of Pembrokels
Ar adia,by fugh Sanfoerd, thy Earl of Pewmbroke's
sanryetory, maintains that in the improvements to
the 1593 edition, carried out under the direction
of the Jountess of Pewbroxe, the reader will find,
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the conclusion, not the perfection of Arcadia;
and that no further then the Authours own
writings, or knowen determinations could
direct. (Ringler, p.373)

The changes made,

sections grinted from the Old Arcadia have been

tabulated by R, W.
A Comparison Betwe

S —

in the 1593 edition, to the

Zandvoort, Sidney's ‘Arcadial 3
en the Two Versi:r - {Amsterdam,

1929), pp. 27-40,

relate to the love
intended ravishing
omitted (tomparo 1

Pyrocles no longer visits Philoclea in her bed-

chambryr with the :
IV, 215-27 with 1
amencied accordangl

The two most important changes
-plot: the reference to Musidorus's
of Pamsla while she sleeps is

V. 285~ with II, 118-9), and

ntention of seducing her {compare
31~61}). The trial scene is

v. Ringler {op.cit. pp. 372=79)

r Phitip Sidney as a Literary

follows Myrick, Si
Crafteman, and K.

and the Folio Rexi
{(1934-4%0}, In argu
authorised these o
this view with con
the use of nrw p.
second uprising of
these being the so0
himsel? woulld cone
subsequent article

Revision of the Arcadi

and Joan Hees, 'Fu
of Arcadint, KES
substantial to the

suggestian that Gr

Aprcadia beocagse hie

the ilater broks fr

represent Sidney's
For a cogent recen
revision could pro
completed in conto
Old Arcostia, see b

Fpiscae aml the Ne

Lanham, p. 3773

See Mark Ruose, Her
treatment of the t
and Spenser.

tMorality and the
p. 108, See also

T. Rowe, 'Elizabethan Morality

sion of Sidney's Arcadia), MP 37

ing thar {idney definitely

nanges himselfy; and he supports
vincing rew evidence based on

ace name: and on references to a
the Helots in the revised sections -
rt of details that only Sidney
wivabLly have supplied. Two

%, W.lliam Leigh Godshalk, ‘Sidney's

, Book ITI-IV*, PQ 43 (1964}
ke Greville and the Revisions

n.s. 17 {1906) add nothing really
argument, although Rees's

aville d.d net print the whole
belicve | that even as amended

om the 0ld Arcadia did not
final intentions i8 attractive.

t statement of the view that

babls not have been satisfactorily
rmity with the last books of the
lizaberh Dipple, 'The Captivity

w Arcaial, JEGP 70 (1971).

o} for a full and interesting
heme of Christian love in Sidney

Novel', Selected Literary Criticism,
note I above.
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An_Essay on Criticism (London, 1966}, p, 20: "A
moral theory of literature is without definite
content unless it refers to a scheme of moral
values existing outside it",

Plays Confuted in Five Actions {15827), quoted by
Madelaine Doran, Endeavours of Art (Madiscn, 1954),
p. 96. In support of Lie view that Sidney was

not answering Gosson!s carlier The School of Abuse
see William Ringler, 'The First Phase of the
Elizabethan Attack on the Stage 1358~1%79', HLOQ

5 (1941-2). -

*East Coker IJI', Complete Poems and Piay-, p.l180,
See alsc Dante's Purgatoric XXVIIT, 13%-41:

Que’li ch'anticamente poetaro
1'eth dell’oro e suo stato felice,
forse in Parnaso esto loco sognaro.

Z;ho:e whe in old times sang ot the age
of gold and of its happy <tate perhaps
dreamed on Parnassus of this place ...,

Translation from The Divine Comedy, edited by John
D. Sinclair {London, 1973}, Vol.I1I. On this topic
see Harry Levin, The Myth of the Golden Age in
tiae Rensissance {London, 1970},

tipoede II', translated by John Marshall, The
Cemplete Warks of lorace {(Everyman's Library,
fL.cndon, n.d.}), p. 113, The phrase "the idle singer
of an empty -day’' is from Willism Morris's tThe
Eerthly Paradise'.

Frank Kermod., English Pastoral Poetry: From the
Besinnings to Masvall (London, 1052), p. L7%
"Always at the back of the litecary attitude to
Nature is the shadow of 1ts opposite; the knowledge
that Nature is rough, and the natural life in fact
rather an animal affair”.

Robert Graves and Raphamel Patai, Hebrew Myths: The
Book of Genesis (London, 1904), p., 80. The notes
to the sect.on 'The Fall of Man' provide some

extraordinarily interesting iasignts into the myt}

uf an earthly paradise,

3ee Donne, 'Elegie XVII', 38-51, where he laments
that "the golden laws of nature are repealed” and
that "plurality of loves” is now considered 7 crime,in
The Poems, edited by Sir Herbert Grierson (London,

1933); and Andrew Marvell, 'The Garden', The Poems,
edited by Hugh Macdonald (The Muse's Library,i952),
p.5l. On the libertine tradition see Frank Kermode;
"The Argument of Marvell's "Garden"',EIC 2 (1952).
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CHAPTER IV

following more specialized studies particularly

N o ~,/,W.m,wmL.'.M:MW(WW‘{‘

Sne Levin, Chapter V 'Pageantry’; and E. H. Gombrich,
*Renaissance and Golden Age?!, Norm and Form: Studies
in the Art of the Rennissance {London, 1966). For a
translation of Sannazaro’s poem on Amaranta see
David Kalstone, Sidnev's Poetryv: Contexts and
Interpretations {(Cambridge, Mass., 1905}, p.30.

The Works of Aristotle, edited by W, D. Ross (Oxford,
156}, veoi. XI, i rica, Book 1, chapter 1, 1335b.
The Rhetoric is tr ted by W, Rhys Roberts.

Iy B. Campbell, 'The Christian Muse', HLE 8

Elizaberban Critical Essavs, VYol.I, p. 2731,

Aristotla, Foetics, Chapter I,(Gilbert, p. 69):
"Epic poetry, tragedy, and alse comeldy, dithyrambic
poetry, and mogr music on the flute and the lyre
&1l fall into the general class of imitation®™,

For a pithy discussion of Elirabethan rhetoric and
of its relation to the tradition see Hardin Craig,
The Encl e s Chapters VI and VII; and
Brian vic TClnesical Rhetoric in English Postry
{London, pReD] In additior, I have found ihe

hHelpful: Roesemond Tuve, Eliraberbon and Mets shyaical
Imapgery {Uhicago, 10 T cavours of Art; and
Lee A, Sonnino, A Harndbo Sixteenth-Century

b L Gregory Smith's two-volume
n Critical Essavs, 18

Rheroric {Londen, 19
collection, Elivabett
indispensable,

Shepherd's Introduction', pp. 1 - 16,
srong nto Exordium, Narration,
Division, Contirmation, Refutation and

Soe Geolfrey
foy the
Proposit.or
Peroration.

See the comparative analysis of speeches from the
two writers in P. Albert Dutamel, ‘Sidney's Avcadia
and Elizabeihan Hhctoric', $B 43 {(1943).

John Hoskins, Directions f Speech and Style (1599),
edited by H, H, Hudson {(Princeton, 19%5),  Abrahma
Fraunce, The Arcadisn rhetorike (1588), edited by
Ethel Seaton {Oxford, 1930},
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tTimber, Or Discoveries', Ben Jonson, edited by
C. H. Herford, Percy and Evelyn Simpson, (Oxford,
1947), Vol. VIII, p. 635.

Vickers, p. G4

See the discussion of this issue by Derek A.Pearsall,
tPhetorical Descriptio in Sir Gawain and the Green
Knight', MLR 50 {1955); and also E. R. Curtius,
European Literature and the Latin Middle Ages,
translated by W, R. Trask {London, 1953), Chapter
Ten 'The Ideal Landscape'.

This is Tuve's definition, Elizabethan and M2ta-
Ehvsical Imagery, p. ©9. For enargia in classical
rhetoric see, for example, Quintilian, Institutes
of Oratory in Twelve Books, translated by Rev. J.5.
Watson (L<-don, 1830), 3,3. 62, (Vol.2 p. 101):

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

See, for example, Horace's Art of Poetry, 156-78:
The customes of each age thou must observe,
And give their reares, and natures. as they swerve,
Fit rites ...

The translation is Ben Jonson's, Herford and Simpson,
Vol, VII1, p. 3!5.

Rhetoric, Book 3, chapter 2, 1411b. See Rudenstine's
discussion of energiz in his tenth chaptar.

Sons and lLovers {(Haimondsworth, 1948), pp. 83, 187
and 295.

George Chapman, Homer's Iliads, edited by Allardyce
Nicoll (New York, 1950}, Book 20, 364-370. (Vol.I,
p. 417).

tChapman Still Heard', Ioetry 91 (1957-8), p.64.




7

18

is

See Willjam Curlos Wilijams, 'The Red Wheelbarrow!',
The Collected Earlier Poems {New York, 1951},
P277:

so much depends
_upon
a red wheel
barrow
Tglazed with rain
water
“beside the white
chicke. <,

The fact that my memery betrayed me into
remembaring white wall rather than white chickens
see. . to me merely to reinforce the point.

Biographia Literaria, edited by George Watsom
TEveryman, London, 1936), p. 177 {Ch. XV.,):
"élmageg/ become proofs of original genius only
as far as they are modified by a predominant
passion; or by associated thoughts or images
awakened by that passion ..."

tProfatory Letter to Ovids Banguet of Sence! (1595),
quoted by Tuve, Elizabethan and Metaphysjcal

Imagery, p. 31.

CHAPTER v

English Literaturc in the Sixteenth Century, p.319.
See also William Nelson, 'The Boundaries of
Fiction in the Fenaissance', ELY 36 {1969).

See William Rossky, tImagination in the English
Renaissance: Psychology and Poetict, Studies
in the Renmissance 35 {(1938).

Richard Burto=, The Anatomy of Melancholy, edited
by Flovd Dell and Paul Jordan-Smith Mew York,
1938), p. 221; Quoted by Rossky, p.32.

The Advancement of Learning, p. 153.

See the section, 'The Question of Trutb’, in
Shepherd's Introduction t» the Apology, pp. 71-75,
on the rhetorical idea of the "logic of
probabilities”,

See Mark Roberts, 'The Pill and the Cherries:
Sidney and the Neo-Classical Tradition',
EIC 16 (1966).
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This suggestion is made by Elizabeth Dipple,
*Harmony and Pastoral in the 0ld Arcadia'; p. 323,
There are some interesting comments on this scene
in David Kalstone, 'Sir Philip Sidney',

English Poetry and Prose 1540-1674. Brief us it
is, this is one of the best essays on Sidney and
the comments on the Arcadia are particularly acute.

Syfret, op. cit.,p. 24k, cites in a rote on this
passage the description of this incident from

Golding's translation of Book I of the Metamorphoses,

which includes the following lines:

But as she ra: the meeting winds her garments
backwards blew,
So that her naked skin appear'd behind her
as she flew ...

Greville, Life of Sidney, p. 154, For Sidney's
reference to his "toytull booke" see his letter
to Robert Sidney of Octceber 18th, 1580. (111.132).

Castiglione, p. 234.

See Languet's letter of September 1580, quoted by
Rudenstine, p. 93

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

Rudenst ine's opening chapter, 'Sidney and Languet?',
is interesting in this regard.

William Hazlitt, Lectures on the Literature of the
Age of Elizabeth {Condon, 1909), pp. 206-8.

1Sidney and the Late-Shakespearean Romance',
Elizabethon and Jacobean Poets. On the Arcadia
sec also walter R, Davis, ‘A Map of Arcadias
Sidney's Homance in its Tradition', in Sidney's
Arcadia; and Rudenstine, Chapter III, 'Love in

Arcadia’,

Danby, op.cit., p. 69.

Cf. Antony_and ‘leopatra, IV,xiii,80: "... Then
is it sin/ To rush into the secret house of
death,/ Ere death dare come to us?®¥; and The

of Malfi, IV,i1.222: "I know death hath
Usand several docrs/ For men to take their
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CHAPTER VI

P

Ringler, Pogms, p.5410, provides the information
that thers are “considerable variations among

the 13 substantive texts”, showing that Sidney
Tadded to it or revised it on at least four
different occasions”™y angd he points out too that
it was transcribed in at least eight manuscript
anthologies as well as yuoted by numerous
writers.

I refer te the books by Rudenstine and EKalstone
alrealy cited,

This is Cunningham's “improvement® (¥oe and

Wonder, p.l98) of Roberts’s translation of the

< s Book 73, apter 2, 14%04b. Roberts, I
Cunriingham follews scrupuleusly for the

fhoto)
whom
rest of his guotbtion, reads: "people like what
strikes them, and are struck by what is out of

the way'.

Hazlitt, op.cit., p.204%,

"Discoveries' {Herford and Simpson, Vol. VIII},
p. 6273, Jonson rather liked the sh_p image,
having used it a fiw pages back in a passage
sanctioning writing which issues from a "heat of
imagination™:

Yet, if we have a fair gal of wind,
I forbid vot the steering out of our sail,
s0 the favour of the gaie deceirn us not.

(p.616)

As we nave Seen, Sidnoey, in a similar context,
uses the image of ships running sway with the wind
in the liberality of speed. (I.191)

"Discoveries' {Herford and Simpson, Vol, VIIT),
p. 023, See H.V.3. Opden, 'Tie Principles of
Varjety and Contrast in Seventeenth Centuory
Aesthetics, and Milton's Poetry', JHL 10 {1959},
P izaberhan and Metaphysical Imagery, Chapter 2
Cihe Critevion of Delightfulneas: "Yarying't,

pp. 1LlH-738

Ruth Wallerstein, Studies in Soventeenth-

Century Postic (Madison, 1950}, is also excellent
on the theory and practice of ornamsntation,

”
2
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The most entertainirg collection is England's Helicon,
edited by Hugh Macdonald {The Muse's Library, London,
1949). The most convenient means of obtainirg a sense
of the development of the courtly style is tc read
through an anthology such as that_edited by Norman Ault
(Elizabethan Lyrics /london, 19227 which has the
advantage of being arranged in chronologiral crder), or
by Hebel and Hudson (Poetry of the Englisr Renaissance).
See al.»> Franklin Dickey, !'Collections of Songs and

Sonnets', Elizabethan Poetry (Stratford~upon-Avon
Studies 2, London, 1960).

Puttenham, p,112,

For a diagram of suggested geometrical fijures see
Puttenham, pp. 92-3; and for the names he gives to
the various figures of vrnament see Book III 'Of
Ornament', Chapters XII - XXII,

Thomas Morley, A Plaine and Easie Introduction tg
Practicall Musicke (1597), edited by Edmund H. Fellowes
zShakespoarn Asso-iation Facsimilies No. 14, Loudon,
1937). The quoiations are from pp. 170, 172 and 177
respectively.

Music and Poctry of the Erglish Renaissance {Lonlon,
19487, p. 97.

The Life of Benvenuto Callini, translated by John
Addin.ton symenas (London, 1925), p. 389. The phrase
refers specifically to Benvenuto's guick-wittedness in
saving the whole operation from /lisaster by supple-~
menting the alloy with pewter cups and platters at

a moment of crisis when the metal was not flowing
“reely enough.

See John Shearman, Mannerism (Harmondsworth, 1967).

Flizabethan Taste {(London, 1963), p. 104. On English
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