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ABSTRACT

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

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

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

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

varijously associated,

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

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

and Srel

poems .,

The stratey of the argument 18 to consider in turn

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

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

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

considerstion ¢f povtiry needs to take some account of each

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

viewpoints misbt beoech e,

The opening chapter discusses and illustrates Sidney's

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

st that the poet can chargs the

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

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

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

complex than the "Kineticism® which a didactic view

envLsnges.
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The fourth chapter picks up driey’s admission

that works of literature need not have a moral content

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

o the pret as maker a recognition of specifically

sestheric gqualities is beginning teo emerge. Subssquent

chapters owtend the notion of imaginative enlargement

T ingial der the

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

resoluiely fot syt makes litersture something

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

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

co is. An atrempt is then made to

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

reuing that whereas the appropriate mode 0! attention

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

cment wit. the athos’ of the work.

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

abiert hetare 1t seems inexbaustible bocause it 1S folt

s ey of things,

te apen ontn the

ction on the poet 58 ¥eerl eNAorses

The fino)

Sidney’s reservations @tout revelatory claims for

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

’

ipaculons® delivery, cognitive at levels

Beyond Che rationsl, nesds to b accommodated to the

previous Jisiuss10n.
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INTRODUCTION

In the opening paragraph of An Apology for Postov

Syvney sava, recalling the enthusiass for horses .ad

riding ot Jonn Pietro Pugliamio at

peroris court,

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

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

woy s

& | Nature oaer et Lot orne carth o in so

ri-h tapestry 8% divers poeirs have doned

petther with pleascnt rivers, fruitfal

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

(100.23)

poats only

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

Surprisinc yoriine aret sussestiveness because Sidney

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

tilarating sense of

the rea

er o drresintibly ol ibat @

Spemns

Tiberation amd 1ma insiive enlaryoment o

stio w1 o#oeerunine response to oarv. Hic lipes

charsuter

would mecm o to omirror the invigoratin experionce ui b ing

%

courtt up into the werld of a paerm a0 priviles To

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

erect

W Toprosont an upsonolarly reaction

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

out of it immoadiate Context in dreyts whole argumenty

ant while @ phrase sych #s sginative enlarvgement

calls confidently for intuitive acsent, it is incorrigibly

vague ant siubjective. Tre moderr critic, schooled on the

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

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

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

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

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

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

never-

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

move:t Ly expeciences of which the level

neaded Theseus

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

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

the pight’ sochesprore gives the 1as. word noet

Bur to dipge

to Thesous

lunative and poots in a single breath she reminds

¥

thut the lovers! acconnts

ex

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

varion

they achieve in thelr oWsm wé

filled night. Tak

mi

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

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

thiree aspects of rhe

a conveniert and congeninl ra

enliargement in velation

the i

three 1 alms 0L , the assthetic and th

been variously associsted

with which poerry

The

of

of

"

as

ot

s o nCTivity Seems to me

Lo

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

tly but firmiy

the

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

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

the

offoct.1

these

offer

s within which 1o examine

to the

@

sstness of the tepic creates obvious

nUMINouS

diffi-

culties, but 1 hope that my discussion of the Apoiongy

jtself will provide a stable base for the argument.

Ir 1

srtempt st times to make ltarge generalisations it i3 net

because | have any brash confidence in their authority but

it




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

Shakespenre has it in Troilus nrd Cressidas

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

(IXIf.iti. 109)

1 do not tor a moment helieve that critical theory

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

literary works in all their tmmediacy and complexity. The

lines which 1 have just quoted from Troilus and Cressida,

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

There s n sensitive ewmp ricism that ultimately

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

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

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

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

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

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

are not too predictable,




SECTION ONE

THE POET AS TEACHER

Ehapter 1

THE FORM  OF GOODNESS

like almost all its

yla defence of poetry has,

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

the imaginative enlargement which poetry afiords in libere

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

such a vi

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

is the pr
Union Dea

Shaw and

What 1 owe

oo

power to

sense of

consoyen
back”., Fo

Temind

which 1o

But he
moGnumer

sbsard in

"Llessed

ting on o bubble, naively optimistic about the

erergy and confidence with which Sidney presents

ew is something we can perhaps only dis.antly

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

his negre soldiers in Boston:

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

—peedle.

1y wrenlike vigilance,
FE AR (R

He |

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

! envies is the Colonel's surety, his

i io
Pooaad

in the public cause and the anygry

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

mands of

crire ot osunc ctisy everyrbing to the

TEesl wilig wnii the te

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

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

attenuction,and this is seen in part as the

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

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

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

gt sepvility

Slides by Gn o grease.

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

its Breressive 3S5Feriiveness Colonel Shaw seems

bLreak”., The age of monuments has gone:

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

roshi boiling.

shows H

E—




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

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

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

Iv is tin

s ot entirely  anachronistic to begin our genecral

considering t

ey t= c¢laims that the lwiggina-

ay;

tive culargemeny which literature achioves is a matter of

the insri riontl effect of its teaching, But First somoe

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

poet as teacher must be orierly sketched in,

ts osrress on the civilizing effect of literature

Sicdne

reflvcts the lircer humanist stress on education and on

tive 1 " The heart of the humanist

rhie pei

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

not opos- to find a remedy for fortune in

stoye v is thougsht of as capable of fronting

His desriny 1 this wav primarily Wecouse his nature is

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

Wirh o the pragmatical end of

non on

nurture ol oo mirel Chyistion bumanists such as Erasmus

tried above all to avoid whatr they considered the monkish

arnd

1y

oversut sviioolmen, and to make religiou

mery ol dobead Cirewt and e, Thes praded themselves on

with prac ical pilety, and they

replacinT obs

ith theoalosicnl speculaticon and

coree et

phiilos Viosypthesis Lat o with helping men to follew the

dirtares of g v rencon et to accomplish govu works,

Aprinas hoo 4 Por b pre-emirense of the contemplas

tive 1ife:

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

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

soal

contemplation of Lruts‘l.,}

S




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

practical

directed

Here
had alfis

Sty

for the w
in empha-
resubvin

the drspd

humanitiat

Bl

intellect, declaring tha* all learning is

to

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

dney could have been paraphrasing Cicero who

s drobs b officids tiist to be drawn by

To o mora: dutys
;

YR R ;:y".) This shift

ive 1ife is contrary

fierts the deci=ive chnanse In sssumptions

trom othe rerovery of wlassical adeals, and from

aocanent of mertaphy2ics and logic by the udia

ym. I irs turn the New Learning

P

was to be

innsmys
mastery o
the pursuy
producin:
that the

in Sidnay

At drs b
ot class
rational

in the 11

Cirerpts

endorsed

Lerusod ot neslecting decds for words; but

v oegrricnluam invalsed not just the

o famitesd oy oie of scholariy disciplines but

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

teo Arce

Prelmded e reading of

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

: v sugat thven

the &

Set betare tneng BRI

with far moere dilioent fare, then Gramaticsl

st the real anbject of the humaniscs’ study was

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

Seoof Ris sowioety, This active ideal inspirits

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

sse works were touchstones and

thiivs,

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

acdmonition which he offered to his younger brother Roberf:

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

. (I11.12%)

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

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

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

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

o=i= but proxis”that Sidney

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

earthly lrarnineg is “not

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

beyond mosi ¢lxteenth-century discussions of literature,

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

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

sorely "a wond:r to young felks and

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

~ the -ffensive and proceeds to justafy

ersly, Fid

:
s Yot

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

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




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

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

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

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

especinlly true ot the buare precepts of the philoscpher

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

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

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

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

worthy ™ {luoi2s and 119:329).

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

dotects a continuation of thut stern spirit which soved the

i
i




resclutely pragmatic Sir Thomas

both for its moval tes

in horse breeding and &rms, an

denosunte mooieval romances as

# i g

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

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

direct the will

Ly b ot

GrUEL § L

sioby ubhararieriss

The restrictive rather th

Fodoetiea=m is well

Nl on romances

B R SN Aty

tmesitls suoh

cewed wamply

relatd
Foamil it reuptio

the excis

fopte g &

argumes Shey

chiing and for the lessons that it gove

ter ond nold bawdrye". 81

e AL

Elvor to recommend literature

d which Jed Roger Ascham to

condueirve only o "open mans

gniticantly, the =oest demning

to say of

such ro

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

Tudor humanisys insisted thut

ipprovement and moral

v ialorits sorwiiing of

barughit ol as endorsing and

5oand GFlen opp e

s & good deal of Renaissance

an enlarging effect of such
illustraved not ouly in

bBut in whur has been described
of pasteral”, wooreby

as the idea of a Golden Age

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

. course this was net

sunce pastoral. The general

tonder distinguishes

thires X Ty v o

for the Powith

bt ard the

ol s e

e pest ive 90 Lo

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

invokes cectice of Virgil
Seontaine and enforme morail d
¥

of mens tebaviour™;

‘ £, W, in no way disdains the

apd Siduey, censcious that this is a

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

reogersl. Horeover, in

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

riters felt a seli-conscious

Towly a form., Putternhomg
and rlaims that his eclogues

iseipiine, for the amendment

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

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

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

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

nothing whatever to do with ethical imperatives:

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

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

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

10

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

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

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

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

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

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

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

Gorboduc.

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

both in the blunt

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

yet sturdy moral directnesss

1 sought my death and found it in my womb,

1 lovoked for life and saw it was a shado,

1 trod the earth and knew it was my tomb,

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

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

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

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

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




achieve one poem of memorable sSternness.

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

execution,is remarkable in this respect:

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

Dead fell he d wn: and we in woeful fear

Stood 'mared waon he would to life revert:

But -+ cudly griefs still grew about his heari,

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

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

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

The fearful deer of death stood not in doubt,

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

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

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

cease”,

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

execution in unforgettable lines:

Seeing my flesh must die so soon,

And want a head to dine next noon,

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

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

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




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

polysyllables of “"an everlasting head”.

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

the moment the important point to make is that the sombre

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

the pericd ushered in by The Shepheardes Calender and the

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

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

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

ness to ideal forms Lecomes dominant in style, in content

and in moral tone.

Xext to Ascham's comment on the romances oneg might

put Sidney's remirks on the Amadis de Gaule:

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

form of goodness”,

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

of "antiuue Poets historicall" whe have inspired him:

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

Tasso himself, in elaborating the theory of the epic poem

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

out the picture by inristing that the special aim of epir

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

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

popular conaumption,l/ Elizabethan literature is full of
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humanist defenders of poatry who gratefully reflected the
opiQXOn of Horace, the epi~ was the highast 'iterary form;
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Tasgso himself, in elaborating the theory of the epiq poem
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in the six books of his Lisco:si del Poeme Eroica, fills

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

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

popular conﬁumption,l/ Elizabethan literature is full of




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

megnified projection of a socially accepted ideal".18

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

a figuvre inepiring admirition and the desire to emulate.

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

annc.ances it as his wish that the

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

And fill vour mind with magnanimitee.

(Poetical Works, p.lll)

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

in @ discussion in the fourteenth chapter of the Third Book

of The Governor

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

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

a figure inspiring admiration and the desire to emulate.

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

announces it as his wish that t'e

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

And fill your mind with magnanimitee.

{Poctical Works, p.4ll)

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

opposite of accitie or of that wanhope which skulks in on

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

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

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

virtue, set it wonderfully forth to be

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

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

to be heholden®, and giving it the compelling authority

of a large and decisive gesture.

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

Measure:

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

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

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

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

a fine suthority.

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

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

When Sicney refused the famous cup of water at Zutphen,

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

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

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

and when Charles I did nothing lowly or mean upon the

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

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

also the speech of Pyrocles condemned to death:

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

are putt into *he sturring earthe of our

bodyes have atcheved the causes of theyre

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

Fortune vt ys lawfull for us to speake

gloriusly) yt huthe been behovefull that wee

shoulde live, (v 354)

The virtue which 3idney celebrates was magnanimous not

only in its heroic energy but also in the grace and

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

description, near the start of the revised Arcadia,

Kalendar's house:

of

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

the one cheefly heeded, so the other not neglected;

each place handsome without curiositie, and

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

in number, as cleanlie in apparell, and service-

able in bel

aviour, testidying even in their

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

(1.15)




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

the respect borne bredde due ceremonies; but

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

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

and beauty” born.*o

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

comment on the exemplary rules, Euarchus:

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

Euarchus, no less than Amphialas of whom the comment that

follows is made, has learned the lesson that,

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

(1. 373)

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

pudarts house is to be less than civil,

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

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

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




precisely describe the means by which, in the passage

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

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

has been realized in human terms.

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

places of optimistic humanist thought. Ascham had said:

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

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

¢n at all why moral earnestness should

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

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

perfected feeling rather than a morality of the will.

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

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

wonder at its beauty:

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

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

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

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

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

this affirmation of the comely and rativaal order of

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

in his description of what Yeats called,

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

e

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

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

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

of the communai life:

The blushing apricet, and woolly peach

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

And though thy walls be of the countrey stone,

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

And no-one empty-handed, to salute

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

Some bring a capon, some a rurall cake,

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

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

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

28

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

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

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

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

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

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

suggests, the ideal of gracious fecundity was related *o

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

i art, others, like Shakespeare, seemed more immediately

responsive to the variety and vitality of things, but few

were untourhed by the feeling for plonitude.

The quality of magnanimity was related to the dream

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

that Sidney comments in the Old Arcadia that "Confidence in

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

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

rank, and in the triumphant climatic scene of Hemry V




Burgundy still keeps before us the horror of a plenty

Tcorrvpting in its own fertility™:

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

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

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

can find himself almost suffocated in the "unweeded garden®

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

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

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

reference in his twenty-third scnnet to "the perfect

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

"the ceremony
That will wed

"'32

But, inasmuch as magnanimity points to the possibility of a

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

without which such generosity is not possible, it operates

in 3hakespeare almest a- a value in itself,

Shakespeare has a terrifying vision of the power of

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

the most active principle of evil at work he deprives

characiers surh as Regan and Goneril or Iago of all vital

Regan is in her atrire, but she and her

self

impuls. < Forgenus

sister serve the and its ultimately destructive

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

disbranched

and the very default of any convineing

Tago, by

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

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

sion of her nature collapses

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

vital powers of life and renewal.

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

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

Lucio says of {laudio and Julietta,

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

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

(1.iv.h0)

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

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




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

34

a waste of shame®.

A rolated sense of love as an outgoing and regenerative

vitality which, in Berowne's words,

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

{IV.iii.528)

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

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

summing up of the impression that the comedias create:

To be curselves, in the vision of comedy,

is to realise a perfect idea of ourselves,

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

35

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

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

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

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

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

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

heralds his own renewal.

Ultrimately, of course, as wec are reminded by the

provenance of Berowne's eulogy on the educative power of

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

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

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

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

"a gentleman or noble person in vertuous and gentle

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

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

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

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

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

: 3R
generosity”,

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

allegorical set-pieces of The Faerie Queene, passages such

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

quality of the description:

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

That round about was bordered with a wood

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

in which all trees of honour stately stood,

And did all winter as in sommer bud,

Spredding pauilions for thoe birds to bowre,

¥hich in their lower braunches sung aloud;

And in their tops the soring hauke did towre,

Sitting like King of fowles in maiesty and powre.

: {(VI.x.6)

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

In the Bower of Bliss,

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

(1r.xi1.71)

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

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

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

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

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

: by nature and imaging the unfallen world, directly shadows

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

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

1
; : . 41
their virtuous actions.

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

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

e e i




P
bt sl

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

pake men know and strive towards perfection.

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

work of literature to offer moral exemplars and a just

S Y

ending so that the satisfied audience could exclaim with

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

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

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

sense,

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

said that,

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

43




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

the revised Arcadia and Paradise lLnost; and it made possible

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

the large possibilities of life even in the depiction of

its vitality.

The 1nspirational justifi-ation of literaiure has remained

central in the English tradition., George Eliot could have

been paraphr ing Sidney when she said that the artist should

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

0

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

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

That girls at puberty may find

The first Adam in their thought,

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

There on that scaffolding reclines
Michnel Anpgelo.

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

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

(Collected Poems, p.381)

The refrain, with irresistible unexpectedness, evokes the

movement of the creative mind, holding itself apart in
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silent absorption, lost in the quivering concentration
with which it waits for the sudden dart of insight.

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

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

humanism. Spenser made Piers exclaim on a related subject:

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

10ctober Eclogue', 1.21.

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

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

oxpresszes the idea which I have been trying to present:

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

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

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

what it is tnat is slipping away.




Chapter (I

THE GOLDEN AND THE BRAZEN

, The view that the imaginative enlargement which

‘i literature offers is primarily a matter of the affirmation

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

order and of plenitude themselves encounter.

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

vir*uocus action Similarly tne Jdream of plenitude, in

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

The vi of the Graces on Mount Acidale vanishes as

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

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

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

acers dreamer in The Parlement of Fowles is offered an

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

trasting inscriptions. The first promises:

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

The other warns:

Thorgh me men gon ...

Unte the mortal strokes of the spere

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

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

ence confronted with choice and deprived of certainty. The

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

dream of plenitude rarely excludes a wrenching nostalgia for

attainable and indeed

the certainty that what we will

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

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

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

that of the Unico Aretino

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

many moe.

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

in the comment in the Prologue which Yeats so memorably

recalled in his Autobiographies:

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

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

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

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

moral form.

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

attempt to see the idea of imaginative enlargement in

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

awareness of the ways in which the possibilities revealed

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

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

and on human potential reveal deep uncertainties. On the one

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

had led him to, by arguing that,

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

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




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

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

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

(1.113)

It ensues that the great matter of the revised Arcadia is

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

though in ways that they had certainly not foruscen.

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

the Chiristian Religion, a book which he had energetically

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

minded conviction ias precisely Pamelats:




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

(111.265)

Mornay assumes that God has framed in our bodies

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

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

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

e Ajulogy sieaks af

as "the greatest gift besus

upun mortality” (121:

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

account of our doings,

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

flies nimblest ...
(1.407)

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

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




reality of physical passion. Pyrocles justifies his love in

Neoplatonic terms; but he soon finds that he cannot subdus

his grosser desires. The force with which Musidorus condemns

both Pyrocles' love and his transvestite disguising is

deoply disquietening:

The pun on

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

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

(1.77)

"habit® implies that the love is as unnatural as

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

feminist could hardly have produced & more ascetic rejection

of the senses. Musidorus almost immediately launcnes into

a further

attack on love itself

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

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

fieteiall & Yamour) as it o1s cngendered betwixy

Tust amd idleness; 28 the matter it wWOrKes upon

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

»oentel fooles call o @en

Exest

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

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

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

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

anguished cry into whi~h he is provoked:

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

(1.82)

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

vinced of the realicy of Pyrocles' frustration.

When Musidorus falls in love, the speech in which he

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

especially in view of his earlier claim that it is only

beasts that do not haaour love:

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

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

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

conscionve,

(I.15%)

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

comparubly bitter attitude towards tova, Love for Urania

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

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

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

a nightmarish desecration of their world,

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

of the renowned Sir Philip Sidney, frequently stresses

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

of Sidney's dying request that,

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

10

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

only by a shift to an other-worldly perspective:

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

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

(1.26)

The Arcad illustrates most forcibly the precariousnass

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

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

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

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

blasphemously denies the fact of man's fallen conditiong

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

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

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

from reaching unto it.
(tor.1k)

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

Yea ézhe Uii? is not so blockisb, but

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

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

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

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

asserting that man's

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

but Sidney himseif came very close to this moad in poems

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

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

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

However much:

and literal viess of Christian humanism, o5r to Keoplatoni

$nat avode a poweriil awareness of

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

grained in bis temperament and 1t was doubtless encouraged

both by his educatior at Shrewspury where there wes a

distiactly Protestant ethos, and by his friondanip with

wen such as Greville and Languet.

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

Elizabethan England the Thirty-Nine Articles embodied the

doctrinally acceptable view of Original Sin as,

the fault and o aption of the Nature

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

and is, of his own nature inclined to evil

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

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

struck {and still surikes) the deepest of chords.

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

love” thet "the will i3 infinite, and the execution confin'd;
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that the desirs i# boundless, and the act a slave to
limit” (I1I.51.85) while Cressida stands at the young
idealist's elbow archly enjoying what she takes to be a
Joke about sexual potency. ''ncertainty and scepticism
were no iess ypical of what Sidney called "this clear
age” (133:20) than idealistic aspirations, and they were
the more bitterly felt precisely becunse men had come to
believe, with cne part of their being at least, that their

age had brought a rebi -tt of civillzation.l

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

literature enls

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

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

might seem unkind to Sildney whoe writes with such persuasive

one creates the sirong sense

ease and

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

17

work th is oiften realisod.

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

¢us these more scrupulously in terms of Sidney's

us move fows

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

The poet must thus firurs forth

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

(108:9)

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

Faerrie Quecenc when he affirms that "Good by paragon/

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

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

have in themselves an admonitery pover to move the reader

argument is no more than a logical

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

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

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

(1}

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

i -




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

describes the most excellent tragecy as that which,

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

(117:35)

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

Gorborduc and A Mirror for Magistrates - that tragedy offers

admonitory lessons and cauvtionary tales with something of

the grimness of a memento mori.

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

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

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

complacencicos, In a similar spirit Ye:ats wrote,

1 study hatred with great diligence,

For that's a passiopn in my own contrcl,

A sort of besom that can clear the soul

Of everythir; that is not mind or senre.
18

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

produced works of satire such as Troilus and Cressida and

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

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

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

prospect into the way”

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

make known

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

(105:13 )

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

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

object of interest aud concern. Where Aquinas scrutinized
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