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PREFACE

The Pleasures of Imagination by Mark Akenside has been traditionally

considered a work of extended poetic incoherence. The purpose of the
following study is to find the cause of this incoherence and to explain its
eiiect upon the poem.

Since Akenside is at cross purposes in The Pleasures of Imagination,

the resultant conflict is the réason for the poem's amorphous features, for
each purpose presupposes a view of nature different from and inimical to
that of the other.

Akenside's first purpose in writing The Pleasures of Imagination is

cidactic. He wishes to asseverate God's presence in the operations of
nature and in the lives and sensations of man. This didactic intention pre~
supposes the traditional objective, static view of nature which was still
current in the cosmological thought of Akenside's day, and he takes such
thought as the source for his homiletic referents, Akenside's second pur-
pose in writing the poem is to explore the pleasures of man's imagination,
an intention influenced by Lockean associational psychology, which

sees nature from the viewpoint of man's subjective and dynamic response
to phenomeha. The poetic result of Akenside's combining idealism and

ermpirical exploration is structural amorphousness and incoherence. These
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are the consequences of his using Lockean associationism to guide his
descriptive depiction of teleological truths.

Samuel Johnson was the first critic to call attention ‘to the desultory

complexities of The Pleasures of Imagination, and his assessment of the

poem has remained virtually unchallenged through the years. However,
some recent studies have attempted to find a basic structural device in

The Pleasures of Imagination by calling it a dialectical argument. This

study hopes to show that no such structure exists in the poem, that
Akenside never meant for such a structure to exist, and that Johnson's
initial evaluation of the poem is as timely now as it was when first
printed.

There are two printed versions of The Pleasures of Imagination.

When reference is made to the poem, the first Roman numeral indicates
the edition, the'second Roman numeral the book, and the Arabic numerals
the respective line numbers,

I wish to express my gratitude to Dr. Charles E. Walton, Dr. Green
D. Wyrick, Dr. Theodore C‘. Owen, and Dr. William B. Cogswell of the
Department of English for their-kindness during my course of study at
Kansés State Teachers College.
Emporia, Kansas : - W. H. B.

August, 1972
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CHAPTER 1

UNMEASURED GOODNESS

In every age, there is a work of literature that exemplifies its time
and milieu. Few have challenged the contention that for the British

Augustan age this specific work is The Pleasures of Imagination by

Dr. Mark Akenside. The poem reflects the common beliefs of mid-
eighteenth-century philosophical, ethical, and aesthetic thought. It is
also the one Augustan literary production that perhaps best typifies what
Paul Fussell has called the "anti~humanist" temper in Wéstem thought
and culture, an attitude assigned to such leading proponents of the doc~
trine of progress as Bacon, Defoe, Franklin, Darwin, and Dewey, as
opposed to the attitudeé of such "humanistic" figures as Hooker, Milton,
1

Johnson, Coleridge, Arnold, and Eliot.

Contrary to past critical assessments of The Pleasures of

Imagination, the poetic reputation of both the poem and its author have

gained a more sympathetic following in the twentieth century. 2 For

lpaul Fussell, The Rhetorical World of Augustan Humeanism: Ethics

and Imagery from Swift to Burke, p. 23.

2The traditional antipathy for The Pleasures of Imagination may de
found in rumercus sources. See Oliver Elton, A Survey of English

Literaturc: 1730-1780, II, 383; Frederick Green, Literary Ideas in

" Bighteen:n~Century France a~d England, p. 242; Sir A, W. Ward and

A. R. Wa.ler, eds., The Cambridge History of English Literature, X, 152;
Iolo A, Williams, Seven Eighteenth-Century Bibliographies, pp. 75-83.




example, it has been described by Ricardo Quintana and Alvin Whitley as a
work distinguishable for the "impelling force of ideas" which Akenside's
"poetic skill" evinces, and one does rnot disagree with _this general
assessment.3 At times, a certain "impelling force of ideas" is presentb,
and Akenside's "‘poetic skili" is reflected in the regularity of the iambic
pentameter and decasyllabic prosody.

The popularity of The Pleasures of Imagination is well documented

in the eighteenth century. 1t was carried through several editions,

reaching its thirteenth edition by 1795. Next to Pope's Essay On Man and

Young's Night Thoughts , in was the most popular poem of the British
reading public throughogt the century.4 Yet deépite obvious poetic skill
and force of ideas, it lists towards obscurity and incoherence. In fact,
Akenside appears never completely to have been satisfied with the poem,
and even while it went through its popular editions, he continued to
revise largé passages, which were never wholly incorporated into the

poem, for he apparently believed that such changes would but interfere

5

with the demand for continuous publication.

3’Ricardo Quintana and Alvin Whitley (eds.), English Poeiry of the
Mid and Late Eighteenth Century: An Historical Anthology, p. 113.

4‘Raymond Dexter Havens, The Influence of Milton on English
“oetry, p. 386.

SWith The Pleasures of Imaginztion at the height of its public
scclaim, Akenside finally resolved to rewrite the entire work. He appears
10 have projected the length of his new varsion to four books. The first




Two major critical evaluations touch upon the poetical probléems of

The Pleasures of Imagination. The first of these concerns itself more

strictly than the second with the poeiry cof the poem and represents the
traditional attituce of most reacers who have read the work since the

eighteenth century. The initial major critical evaluation of The Pleasures

1

of Imagination and of Akenside's poetic capabilities was that rendered by

Samuel Johnson in his Lives oif the English Poets. Johnson's dislike for

the work is revealing because he is commenting on a contemporanzous

fellow poet, and because he has a strong personal preference for the

Augustan poetic over the concordia discors of the seventeenth-century

poetic mode.6 In relation to the nature of eighteenth-century criticism,

his hostility to The Pleasures of Imagination is classicist in its origin.

He stands alone in condemning Akenside's poetic delivery at a time when

The Pleasures of Imagination was considered to be a fine and memorable

work of poetry. As one reads his general remarks on Akenside and the poemn,

Johnson's personal displeasure with both is obvious. He delivers a severe

5(continued) is dated 1757; the second 1765. The third and fourth
books are incomplete and dated 1770, the year of Akenside's death. See
Alexander Dyce, "Life of Akenside," in The Poetical Works of Mark
Ekenside (The Aldine Edition of the British Poets, 1845 (1969)), 49-50.
The text of The ~.casures of Imagination which this study will follow is
irom the Aldine Ecition, pp. 83-210.

6Cc0‘<; Saintsbury, A History of English Prosody: From the

Twelfth Century o the Present Day, IT, 556; Paul Fussell, Theory of
Prosody in g@cc“th ~Century England, p. 43. ‘
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critical broadside which may be said to damage Akensice's reputation as a
poet if not sink it altogether. His first salvo removed Akenside's hope for
literary fame on the basis of nis odes. Dismissing them in one sentence,
johnson states that "nothihg favorable can be said." He, then, rakes
Akenside's lyrical verse by asking how the poet could have ever "addicted"
himself to the form. The poet's hand is "ill-fated." His expression lacks
"luxuriance" and "variety of images." His "thoughts are cold and his
. words inelegant."7 HQwe\'/er, Johnson's most volatile charges are

reserved for The Pleasures of Imagination. After expressing his belief

that the poem " . . . raised expectations that were not afterwards very

amply satisfied," Johnson attacks Akenside's use of images and versifica-
tion. Of the images Johnson writes

The reader wanders through the gay diffusion sometimes amazed
and sometimes delighted, but after many turnings in the flowery
labyrinth comes out as he went in. He remarked little, and laid
holid on nothing. 8 o

Of the versification he states,

the concatenation of his varse is commonly toco long continued,
and the full close does not recur with sufficient frequency. The
sense is carried on through a long intertexture of complicated
clauses, and as nothing is distinguisned, nothing is remembered.

7Samuel Johnson, Lives of the English Poets, ed. George Birkbeck
Hill, III, 418S.

8ryid., . 417.

9

Loc. cit.
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Such is the essence of two centuries's literary evaluation of The Pleasures

Hh

of Imacination. It is a piquant mixture ¢i some admiration and much
bewilderment.
Only recently has there been an atiempt to salvage Akenside's

poetic reputation from obscurity in the criticism of Robert Marsh, who has

been instrumental in instituting a new examination and re-evaluation of

The Pleasures 9_;: Imagination. In contrast to Johnson, Marsh focuses upon
neither Akenside's use of imagery nor upon his versification. Instead, he
has formulated a “"diclectical"” theory of neo-classic poetry and has

.iscovered that Akenside uses a "dialectic" in The Pleasures of Imagination

and practices it with great success. By such a theory, Marsh observes,

“Poetry is . . . discussed . . . in terms of the apprehension, expression,

or creation of some kind of supreme or transcendent reality and orcer. w10

In terms somewhat confusing and vague, Marsh expands upon his concept
of a "dialectical” theory of neo-classic poetry:

the poet and his performance are commonly defined and evaluated
by reference (positive or negative--or paradoxical) to the nature
and power of a special cuasi-Platonic dialectician-lawgiver

(human or divine), daimon, or demiurge--or all three. In any case,
these have been the recurreat themes of dialectical poetics up to
our own day: knowledge, or simply apprehension, of the "true"
scheme of things (and the special social value of such knowledge
or apprehension); inspiration or enthusiasm (particularly in relation
to the "non-artistic" or unlearnable aspects of human poetic

10ponert Marsh, Four Dialectical Theories of Poetry: An Aspect of
‘'English Neoclassical Criticism, p. 12.




production); and resemblance to divine art or creativity. For these
are tac three princizie ways in which human mind and action can
a to the substances and structure of ultimate reality. 11

Sich a thecry zresupposes a theorist who has some starting premise, or
belief, upon which to examine poetry. Marsh continues:

Tnae dialectical theorist . . . invokes iranscendent or comprehensive .
values , patterns, and ideals for poetry that are said to reside in '
Cod himself, or to exist in a providential emanating system of
spiritual essences, or to be embodied in nature, mind, language,
or history--or some kind of combination or fusion of these. And,

" methodologically, he justifies the application of such criteria by
his characteristic dialectical habit of perceiving the patterns of
similitude, congeniality, or continuity between the "ultimate"
and the “"common,."12

Marsh states that, in "dialectical” theories of poetry, "the tradition of
- Platonism . . . can scarcely be over-emphasized . . . ."13 After examin-

ing the dialectical pattern as he finds it in The Pleasures of Imagination,

he guotas at great length from the concluding lines of the final book in the
first version of the poem (I.111.616-634). He then concludes:
What nobler role could be given to the human poet than to awaken
and "dispose" the minds of men to these "loveliest" features of
the world by means of his own God-like, "charming" acts of

expressive, creative, mimic artistry!14

Although Marsh does not explicitly say so, his final remark implies a

1l1pid., p. 13.
121bid., pp. 11-12.
131bid., p. 12.

141544, , p. 86.



a favorable aesthetic evaluatbion of the work.

Marsh has travelled the same "flowery labyrinth" as Johnson two
centuries before. Both have wandered through the "gay diffusion." But
wnereas Marsh is exhilarated, ]o.h‘nson was displeased. Whereas Marsh
is dialectically stimulated, Johnson "remarked little, and laid hold on

nothing." The difference between the evaluation offered by Johnson and
that offered by Marsh is not the result of the two héving lived at different
times, for Tohnson's assessment of the poem has endured, regardless of
any change in critical standards since his day. Hence, the contrast must
be attributed to a difference in the general aesthetic standards to which

Johnson and Marsh subscribe.

Marsh's examination of The Pleasures of Imagination is more lengthy

than Johnson's, although it covers suprisingly less ground. The theory itself
has drawn a sharp rebuttal ‘from W. K. Wimsatt, who has found the critic's
use of the word, "dialectical, n to be but an "attempt at profundity," or a
"superficial verbalism" imparting "stereotyped concepts to writers on cen-
tral neo-classical criticism," or an attemot to establish "working classi-
fications and analogies which have to be apologized for and then qualified.

out of existence." The term, "dialectic," Wimsatt states, has never had

.a precise and limited meaning, and, as Marsh uses it, "dialectic" is so

full of "built-in safeties and hedges, anything can mean anything. w15

15w, K. Wimsatt, "Review of Robert Marsh, Four Dialectical
Theories of Poetry," JEGP, LXV (1566), 7238-729.




Jonn Norton also finds Marsh's specific treatment of The Pleasures of

q

re because the method restricts Marsh "to the diction

‘of the poem, a%o coes not allow him suificient license to deal with
rcferents."16 Moreover, as crucial as he seems to find Akenside’s reli~
ance upon Plato's divine trinity of the True, the Beautiful, and the Good
as a synthesizing agent which effects a unity between the mundane and

the divine in The Pleasures of Imacination, Marsh does not trace the

exact path of Akenside's dialectical relationship between the mundane
and the divine. In short, he stays away from the problem of referents
aliogether. Marsh evidently does so, because there are no referents in

The Pleasures of Imagination. If there is any point in the poem in which

Akenside might possibly be called a "dialectician," it is at that point in
which he writes, "for Truth and Good are one, / And Beauty dwells in
them, and they in her, / With like participation" (I.1.373-375). At no
other place in either version does Akenside come as close to depicting
Marsh's "comprehensive values, patterns, and ideals" as he does in this
passage; and at no other point does he come so clos e to emphasizing the

"tradition of Platonism," whose importance to the dialectical theory of
‘neo=-classic poetry, Marsh argues, "can scarcely be overemphasized."

In terms of Marsh's own theory of neo~classic poetry, it is Akenside's

v

16Iohn‘ Norton, "Akenside's The Pleasures of Imagination: An
Exercise in Poetics," Eighteenth-Centurv Swudics, 1iI (1970), 380.




reference to beauty that provides the bridge between the "ultimate” and the

"

"common," although Marsh, however, seems to underemphasize the impor-

tance of beauty in The 2lcasures of Imagination:

4

Althcouch it is cilfilcult to know how delincrately planned it was,

-
- ~h

this counle character of ceauty may oc viewad as a convenient
rretoricat a@id in efiectiag the transition irom the mere extemal
objecis of good tasic {teauty) to the higher moral and religious

exceliencies of liie {(Beauty).+7
This passing attention tnat Marsh givee the only crucial personification in

The Pleasures of Imagination is revealing in a number of ways.

In the first place, Marsh's belief that Akenside uses beauty as a
simple rhetorical "convenience" connotes his own lack of regard Ifor the

prodolems one faces in examining the rhetorical complexities in The

Pleasures of Imagination, particularly that of Akenside's use of personifi-

cation. One is led to wonder how Marsh determines which words in a
neo-classic poem should be regarded simply as rhetorical conveniences.
and which words should be assigned indispensable dialectical importance.
In the second place, Marsh credits Akenside with but the slightest
deliberation, or poetic sagacity. That Akenside should use the personifica-

tion "Beauty" in only the most “convenient" sense seems incredulous con-

8

o)

sidering his familiarity with Hellenic philosophy and classical literature.

17Marsh, op. cit., p. 57.

l8Dyce, op. cit., pp. 58 ff.; Stephen A. Larrabee, English Bard
and Grecinn Marbles: The Relationshio Between Sculpture and Poetry

1iv in the Romantic Period, p. 84; Bernard Herbert Stern, The I
Romantic Hellenism in English Literature: 1732-1786, p. 16.

[0}
93]

-

ise

i
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T2 importance to Akenside of "Beauty"” as the link between man's percep-
ticn of the world about him and his percention of the higher "moral
excellencies” reflected in nature is evident in the fact that he retains it
in the second version of the poem while he celetes many other personifica~
tions whnich are of lesser imporiance.
'

In the third place, Marsth's finding it "difficult” to know if

Akenside uses baauly as an intentional agent to effect a transition “from
the mere external objects of good taste . . . to the higher moral and
religious excellencies of life . . ." tends to undermine a "dialectical”
theory of poetry, which, presumedly,_ should provide the basis for 1o§ating
the major terms of a'dialectical progression in & poem.

Finally, since Marsh finds Akenside's use of beauty to be simply
a "convenient rhetorical aid," and quite possibly an unimportant one, and

since beauty is the only possible synthetic element available to Akenside

in The Plzasures of Imagination, if such a synthetic element exists at all,

Marsh's piain admission of its convenience casts suspicion on his hypoth-
esis that & dialectic is an impcriant criteria by which to gauge the final

success of Akenside's "expressive, creative, mimic artistry." Marsh's

‘admission that beauty in The Pleasures of Imagination is a "convenient

rhetorical aid" causes onc to wonder further if there is even a dialectic
present in the poem. This question involves two problems: what Marsh
means by "aialectic" and what Akenside's purpose is in writing The

Picasures cf Imagization.
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Part of what is problematic about Marsh's theory is his belief that

Tre Pleasures of Imagination can be ciscussed in "terms of the apprehen-—

sion, expression, or creation ¢f some kind of supreme or transcendent
reality and orcer.”™ Also oroolematic is"‘nis insistence c¢n the general .
importance of Platonism to dialectica!l thecory, at least in neo-classic
poetry. He appears to find Platonic idealism a species, at least, of a
"transcendent reality and order"; and he claims that a poet's evocation of
a "transcendent reality and order" is escential to é dialectical poem.
However, idealism--particularly Platonic :dealism--and dialectic have
no necessary relation to one another. When one refers commonly to
Platonic idealism, he means Plato's world of ideal forms and his ideals of:
tae True, the Beautiiul, and the Good, which are a priori. However, the
cialectic, as Plato uses it, particularly in the Socratic dialogues, means
a conversation, or a dialogue; and, although the purpose of the dialogue
might be to arrive at truth either through an examination of differences in
_ search of underlying identities, or through an examination of identities in
search of underiying differences, no prescripﬁon of truth is a »nriori and
necessarily gresumed. Even the assumptions of a truth are subjected to
the argumentative process of the dialogue, or "dialectic.”" Thus, the
Platonic dialectic is a dialogue and argument; it accepts no truth a priori.

The Pleasurcs of Imagination, Akenside notes in The Desian prefixed to

the poem, is rot directly‘an "argumentative" poem. One may see that the

poem is not structured as a dialogue. And, Akenside accepts a number of
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truths before tie poem ever begins.
However, there is anctrer kind of dialecrical wzihod in addition
to that of the strict Platonic dialogue, and one mus: finally assume that,

when Marsh refers to a “ciz.ectic" in The Pleasurcs «° Imagination, he

nas this iatler type in mind. Phillip Wheelwright describes this form of
argumernt as a "contextual amplification," meaning that ide are nere
examined in terms of a larger idea previously established. Whatever one's
contextual amplification may haznen to be, it must show both intellectual
and vitalistic consistency if it is to be & valid dialectic., Inteliectual
consistency mvo ves the principle of non=-contradiction. If a proposition
or a premise is inconsistent within the frame of a certain contextual
amplification, it must either be renounced or reconciled to the main context
of an established truth. Vitalistic consistency involves the law of pleni-
tude which decllares that all aspects of reality are potentially infinite and
wlS

are "always more than any theory can speciiy.

In The Pleasures of Imaginaticn, there is no evicence of intellec-

tual consistency because Akenside does not renounce his static teleo-
logical propositions, even though he makes concurrent use of Locke's
theory of subjective association. Nor cdoes he reconciie man's sensations
with any reelity beyvond subjective respoascs much less with any moral

order maniiest in that reality. Moreover, there is no evidence of vitalistic

19phillip Wheelwright, The Way of Philosophyv, pp. 58-61.
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consistency in The Plea

'G

SLTC

U}

of Imaginaticn. The elghteenth-century

AT

concept of plenitude forces Akxcenside, again, either to renounce some, or
;econcile all, teieological oropositions . He fails to do so. He must
either include all propositions aad, thus, admit possible teleoclogical
inconsistencies--which the eighteanth-century cocirine of plenitude does
not permit--or exclude scme propositions for the sake of consistency,
which is to deny true plenitude. Akenside does not renounce his teleology:
neither does he reconcile in the poem zis two variant views of nature--the
one external, objective, static, a fulfilied plenitude; the other internal,
subjective, dvnamic, an unfulfilled plenitude. Hence, dialectical argu-
mentation seems an unwarranted sole criteria for the aesthetic success

of The Pileasures of Imagination.

he standards of zesthetic evaluation that Johnson uses in examin-

more directly with the poem iicelf. Admittedly, Johnson's criticism of
Akenside's versification may scem narrow 2ecause of his own preierence
for the heroic couplet. However, his remarks regarding the imagery of
the poem have never been questioned. The issue of poetic imagery
1involves not only the images of a poem but also its diction and overall

form. Johnson finds The Pleasures of Imagination to be a labyrinth of

verse "concatenations” and "complicated clauses” in which all patterns

of meaning tend toward coscurity. Since Ynothing is distinguished,
A 1 Y

nothing is rememocred Ihig iz = sericus charge against a poem, for it

o
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5 craft and his

rclicitous choice of werds. [chnson finds Trc Picasures of Imagination a

1

highly unreadable poem primariy 2ecavse of the imagery in the work. In

order to amplify upon Johnson'zs remerks, Akenside's uce of imagery may

be diviced into three categorics Ifor nurnoses of invesrtigation: his use of

oratericai descriptions, nis use cf aliacory, and his use of personiiica-

ticrtz. Each of these amounts to a main poetic vehicle in The Pleasures

¢f Imagiration and an examination of the three reveals how loosely organ-

ized and incoherent the poem, as a whol

Y e, is.
1 The Desion, Akenside pays respect to both Virgil and Horace.

“rnat he should do so is not unusual, for both deeply influenced the

Au

Q

ustan poetic generally by presanting it with a stock vocabulary and a

parasal prosody conducive to elevating language towards a certain ora-

torical magnifence.zo. Yet, while such words as resplendent, nensile,
sincture, crown (verb), nrowiti , and locvacious heighten Akenside's

aureate oratory and serve to form periphrases and epithets, much of the

v

effect of Akenside's oratory is lost in a coniluence of latinized-adjective

M.
i

images whicn have no zenith of emphasis. The following passage may

serve as an examnie. It has been called Akenside's encomium to science

21

L)

o~

Swignt Durling, Ceorgic Tradition in Enclish Poetry, p. 112;
Ceofirey N. Lecch, A Linquistic Cuide to English Poetrv, n. 15; James
Sutherlanc, A Prefa 1ce to Ei gnteenih-Century Poetry, p. 132.
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|
in the eighteenth-century. * \What is noticeable in this passage, as in

L

macination, is the orecise but undifferentiated

cescription, the latinisms, and the phrazel aridt of the oeﬂtameters which

enjamb and lead one onward through t

)

3

)

- =
v

14

For man loves knowledge, and tae sezms of Truth
More welcome toucnh his underzwancing s eve,

b

(220N _ 3 1 A v ~ o~ - -
"han ail the blandishnments, o scund Lis zar,
LR . & ~— K o~y

“nan all of taste his tongue. Nor ever vei

e melling sainbow's varnal-tinciuric hues

i
40 me have shown so plecsing, &3 wnaon first

The hand of Science polnteld out the path
in which the sunbeams gleamiag iromn thne west
Fall on the watery clouc, whose aarksome veil

Involves the of'ent; and that irickling shower
Piercing Lmouon every crystialiine convex

Of clustering dewdrops to their fiight oppos'd,
Recoil at length where concave all behind

The internal suriace of e:"h glassy orp
Repels their forward passage into air;

Thnat thence direct they seek the radiant goal

Trom which their course pegan; and, as they strike
in diiferent lines the gazer's obvious eye,

Assume a different lustre, through the brede

Of colours changing irom the splendid rose

To the pale violet's dejected hue. (I.11.100-120)

Beyond the tribute to science, one feels something poetic is

ent. Thomas Quayle toucnhes on the nature of the absence by noting

t few noems in the eighteenth century

corvey, either in themselves or in viriue of their context, any
of that mysterious pow >r 0 association which constitutes the

1 1

poetic value of words and enables the writer, whether in prose

91 P M
“iWilliam Powell Ionw, e Rh tonc of Science: A Stucv of

ntific lacas and Imagery irn Dichteenth-Century English Poeirv, .

UI
[~




186

G, Lo convey to nis ier delicate shades of meaning, and
suggesiion wnich are 1mlmd"ateiy racognized and upprecmtea.‘Z

the vassacge just qucted, Akensice conveys no "shaces of meaning."
No line could be said to be either more or less important in poetic function.

- - N

in a literal sense, the pessags can .ead the reader into an infinite number

O

ot new cescriptive realm QOut of all those realms, Akenside chooses one,
out for what recson ne favors it from a multitude of other reaims is anyone's
guess. The passage continues

Or shall we touch that kind access of joy,
That springs to each iair osject, while we trace
.1 its fabric, Wiscom's artful aim
Dispesing every sart, and gaining still
By means vroportion'd her benigrant end? (1.11.121-125)

h

Akenside cannot be entirely blamed icr the levelling of word distincticns in

The Pleasures of Imacgination or Zor his pursuing any point that he wishes to

cover. As Bonamy Dobree has explained, the language of poetry in Britain

Tarougn thg, elghteenth century has rno symbolic value, rno hierarchy of

meanings, no discriminaticn of thougnt essences. Images lack reference

Lhd

1

peyond themselves. That wanich is described is itself the symbol, the
"actuality of purpose, of orcder, of divine necessitarianism. 23 Throughout

M

te Pleasures of Imagination, hierarchy of word meanings is nonexistent.

22Thomas Quayle, Poectic Diction: A Stucy of Eighteenth-Century
Verse, p. 79.

2
“~“Bonamy Dobree, The Broken Cic:ionr Tho Clark Lectures: 1952-
2953, n. 82,
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Akensice can do no more nan cescribe the cffects of nature upon man. The
rmore minutc tno descripiion o nature, the more valid becomes his presen-

tation. Thrus, nis range of vocabulary is wide, for he sceks the precise

Cne cannor underestimate the eiiect of Locke's associative theory
upon Akensice. Locke's emphazis upon vrecise description, his chagrin

over poetic fabrications, and his antipziny for metaphor haunt every pas-

sage of The Pleasures of Imagination for the theory demolishes all neec
N Yt T £ Y ay R N ) (R 1 ] £ [ 25 T T
for subtilty of language and cbviates the need for metaphor. in large

measure, the theory of associaticn becomes a guiding poetic principle

“

in The Pleasures of Imacination which allows Akenside &n infinite amount

of freedom to proclaim oratorialy, throucgh description, the morai nature cf
any object or thought which he feels a desire to describe. The following
is Akenside's description of the theory of association. The passive phrase
"3v chance combin'd" implies a lack of pattern, or concept of pattern, a

lack which characterizes the poetic structure of The Pleasures of

:magination:

For when the different images of things,
By chance combin'd, have struck the attentive soul
With deeper impulse, or connected long,
“ave drawn her frecuent eye; howe'er distinct -
Tr.e external scenes, yet oft the icdeas gain

24Marjorie Hope Nicolson, Newioa Demands thb \/IUDO p. 40.

-

5 o _ , .
Ernest Lee Tuveson, The Imacization as a Mcans of Grace
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ach his former station straione:

Cre movernaant coverns the corseniing o
; ace with rosy pleasure
acden'd with the glooms of care. (I.I111.312-324%)

for a noet nimself to leave too much to "chance" invites disaster for his

eiiorts, even if he intenhds tc illustraie a teleological principle by means
of description as does Akensice. Description witnout pattern constitutes

w0 . y .

a "Ilowery labyrinth. johnson's -~ .mark that noining distinguished is
rothing remembered seems nariicularly germane. The union of poeric

description and theological justification attempted in The Pleasures of

Imagination costs the ocem a basic coherence. The poem is unintelligible,
not because Akenside's surpose is too vague, but because his purpose is

—— ]

escription is so all encompassing as to leave the mind

ﬁ
O
O
Q
—
[
o
o
U
&)

-

without relerent or orientation. At the same time, the phrasal oratorical

-

.quality of the lines in t‘he poem is so heightened and unvaried throughout
that one's ability to ccmprehend what is said is hampered. How important,
or functionzal, Akenside's descriptive passages are is betrayed by his life-
long struggle to revise the poem into some sort of coherent work of art.

The fact tnat e riad to revise tae poem and that such a revision entailed

poem indicates that as a poet, ne w

Q)
4]

,_M,

a massive rewriting of the origina

apprehensive over the artistic, as well as the philosophic, success of the

o}

work. Beside the long descriziive ages which are sheared irom the

U}

ST

Q)
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poem in the secona versicn, two cither noctic devices seem, initially, to

~

- o 1 -

have some importance to the struciure and content of The Pleasures of

Cragination. However, ihceir removal or emendation in the second version

of the poem spells no serious loss.
The first of these devices s the al.agory. In Marsh's view,
Lkensice's numerous refercaces in the soem to cGieties is largely a case

oi following convention; ne gives them Lidle attention. They "may or may

rnot have any real theoretical sig: ;.-lccmce."zo Whether or not dieties have

a place in a dialectical theory, The Pleeasures of Imagination is literally

N

the first version is comprised of

w
ot
-

ed with them; and a large poriion of
the allegory of Harmodius which Akenside uses to account for the appear-

ance of "Genius" among the human race. In the second version of the

e}
o)
d)
5]
o
0]
o)
0

G

llegory. If Akenside did not find the allegory "dialec-
tically” useless, he appears at least to have found it to be a rhetorical
obstacle. His problem in emploving allegory also resides in the vague
nature of the truths he wishes to present. To evoke an interest both in
the characters in the allegory and in the id lcas which they represent is an
efiect necessary to allegory in which a certain structure of ideas which
exist beycad the confines of the story must be presented. ' Akenside offars
only a vague siructure ol such ideas. He works in a vacuum when employ-

ing allegory, Zor oy the eighteenth-century the metaphysical essence of

0
s
w
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O
3
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N
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allegory and the compact ioring of personified abstiractions are but pale

resemblances oI tneir forerunnerssin Piers Plowman, The TFaerie Queene, or

The Pilgrim's Progress. Michael Murrin remarks that, by the eighteenth

»

. . . from a prophetic’mode into tre ¢rafcs's normal mode. Poetry
no longer stirred man's memories and racalied to them their true
nature's; it cleased their minds. It did not change men's lives
and create new thoughi-modes, i I ed one's manners and
morals . 27

Akenside wants the Zarmodius allegory to "inform" one's manners and
1

morals; but since anything can "inform" one's manners and morals in The

Pleasures of Imagination, its allegory has no distinctive function and is

no more essential than many of its descrintive passages. What the alle-

gory of Harmodius represents is rnot established within any clear context.

-

In the second book of the first version of The Pleasures of Imagination

where it appears, Akenside discusses a number of topics. He presents
them in the "argument" aiffixed to the book; he presents these topics as

elements in a poetic presentation of the problems which have arisen as a

L

result of a separation tetween "the works of imagination from Philosophy.”

He then wishes to make an "enumeration of accidental pleasures, " the

1 1

"nleasures oif sense," the "discovery of truth,” the "perception of con-

trivance and design," and then, following all of this, present an

27Michael Murrin, Tiz Vol Allcaorv: Some Notes toward a
Th cdry o) ulle orlcgl Rnc‘:r'c L tne English Renaissance, 0. i170; Davic
e { s a similar
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allegorical vision" to illuswrate now “"natural cassions pariegke of a
pleasing sensation." ‘How essgential Akenside finds the Harmodius allegory

N

is indicated by its conspicucus, thouca foriunate, absence from the second

: £ o N £ T, e m o 4

version or The ZPleasures of Imacination.
M. o U e U S S S p G TRL
The personiiication is the other mzjor oosiic device in The

2 A

Akeneide ¢ives certain characteristices to such

figures as Beauty, Fancy, Ficiicn, Harmony, Nawre, Truth, Virtue, and
Wisdom. As characters, they move through the poem, but there is no
Cirection or patitern ¢ tueir movementis. Akenside also alludes frecuently
to a number oI mythica!l and religious figures, such as Euphrosyne, Lucifer,
Memnon, Mithra, the Muses, Nemesis, Phoebus, and Zephyr. What
characteristic each of these is torepresent is oiten unclear and each of

them moves also tnrough the pozm with Liitle direction or pattern of move-

ment. large portion ol The Pleasures of oragination is a retinue of these

abstractions and my:hical religicus figures which attend to Akenside's
numerous didactic cemaencs. Quavle réemarks, "on the whole it is clear_
that Akenside's absiractions -and personifications are usad simply and
soiely for moral and didactic pursoses, and not because of any perception

s

of their potential artistic value.

o

Nevertheless one shouid not concluce
that Akenside was oblivious of the artistic value of personification. In

reality, he is trapped into using it because it is the only poetic vehicle
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Zor his teleclogy. It is &lso oo only structural element which can possibly
unify the myriad of cestriptive cetail in the poe‘m.29
Yet, Akenside must have felt uncoxn _o}“cmm, veing perscnifications.
Perhaps they were too general in nature; sernaps he couia not believe in
tnem. Whatever the case, Sir Leziie Stesnena necies that in the second ver-
sion of thc poem such personiiications as "Geanius ¢f the Human Race,"

Ty

Happinzas," "Virtue," and “"Remorse™ are "swent away" so that Akenside

ot

can "philosophize at ais ease."vY Cincr personified figures, such as
"Wisdom's artful aim," and "Fancy's cazziing optics, " have litile meta-

pnorical impact as Akenside uses them, tecause they fail to evoke images
and are more descriptive of thought processes. He can afford to drop many

rersonifications from the second version o The Pleasures of Imagination

because they are little more than literal descriptions. One of the ironies

oi The Pleasures of imagination is nis uece of personification: in principle,

it is indispensable to his dicactic purposes, in poetic practice, however,
it i3 quite dispensable.

Norton oelleves that Akenside is "trapped by his dictioa" in T7

i

W

Pleasures of Imagination, because his language tends to be "metaphorical

in descriling both the natural event and its effect" on man. Norton, then,

‘7oan Arthos, The Lancuzcge of Notural Description in Eighteenta-
Century Pocirv, p. 17,

v Leslie Stephen, i

cry oi English Thought in the
T catecntn Contury, 11, 364-365. ‘




woints to the exenzte ¢l “oreatn civine ¢l noseless joy" ([L.I11.76) as an

illostration of how it is olten hesa to wrnow whnether Akenside speaks des-

criptively or metaphorically., e contirces to observe that "the result can

i

€]

. . . some kind of circularity and i1 thé soeaker remaing vnawares, he
might well conclude that rne rhas descrined something rezi. "3l Norton's
riticism is general, but ne he

»3 to explain why The Picasures of

Py

Imagination is sucnh & difficult poem to folilow. Expansion of meaning

(metaphor) and limitation of meaning (descriniion) pull against each other.

Although Nortoinr might tend to read many ol Akcenside's descriniions as

possible metaphors, one could arcue that Akencide does not intcantionally
wish to describe mertashoricaily, but simply tc describe, for uliimately,
here is no referent in The Pleasures of Imagination except God's "unmeas-

1

ured goodness,” and the poet's cesire to "paint the finest features of the
mind, " that is, to describe poetically as many natural "prospects" as

necessary to illustrate an ethical and benignant

ct
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tr.at the presence of such a God is to be noted everywhere, proof of nis
existence is iimitiess.

Trne Ioliowing passage is ine one referred to by Norton. It is the

quintessential example of bewildering explication in The Pleasures

at finc tiecs hath God conrnccted things
Whnon present in the mind, which in themselves

Norton, ¢n. ¢ii., pp. 373-37:.
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love,
And thy unmeasur‘d coodness? (1.111.462-488)

9
2
s

O scurce divine of evor-il

. This passage heralds Akernside's voetic abdication. He is unable to con-

There is no referent in the passage, save God's "unmeas-

nect "things."
ur'd goodness." Metaphor is virtually extinct, for divine necessity,

orcder, and purpose are explicitly described, and thus there is no need for

5

symbcl which radictes connotations and organizes experience. That

[oF
o
U)
o
)
el
1
2,
v
o
9]
)
-
€

.

describe Irnages nced not coordinate. The moon could
rise as well as the sun. "Rizing' could De o gresent participle indicating

the static naturc of the gun oF o phase ¢f il aciivity, perhaps Soth. It

could snine as well woon cerulean pecks of distant mountains as on the
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cnvex of tne sea. The sous

1

oxmaencd ' Lyt tne swell is insignificant in

sroportion o tna divine expansion descrizoa. Foilecmcela makes a cameo
h are ubiguitous,

cscrintion in The Pleasures of

val of descriptive passages, alle-

cory, and numerous nerscnifications in The Pleasures of Imagination

N

y

1ls poem and reflects the
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indicates the near-amorpnous

-

caraiysis of the Aucustan poetic curing the mid-eignteenth century. Yet,

ine poem is revelatcry in a number of cther more general and important

ways. For example, the incuiry which he chooses to make into the source

of man's pleasurable sen
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of eighteenth-century thought, reveals the amiiguous nature of the

Eo

Augustan world picture and the moral assumpiions derivec ircm this view,
and exposes the widening cleavacé betweer man's sense perception of
the universe and his intcilectual capaciiy to define, categorize, and order

the efiecis of his sensaticons. Aoove all, ine poem makes brutally clear

tne lncasecity of the Augustarn soetic diction, as Akenside uses it, to

{n

coavey tnoucgnt through connotation and symbol.

f Imagination is an cxample of poetic ianguagea

approaching the zoint of non—expression. It is no small paradox that tha

soem, in riveealiing so little, reveals so much. It seems to distend frcm

its own rnegtoric, turning and twisting against its own moral and poetic
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fiser. So much ¢oos on in the word ther one findo it difficult to know

(@]

exactly where to begin oo examination of the poem. [t g iraditionally a

veritable wili-c=the-wisp to any fuil literary anaivsis. Vat, although one

may discover Lhe scurce of arn cenigma, one may vet marvel at tne sheer

- ~ - e oy A n £ 4 gl o s = o i
presencs, ne vervy serformance of that enigma. The Plzzsures of Imagina-

tion does exist, and if the poem is not a very cazrming work of art, it is

an interesting one. The scurce of this interest may be traced to Akenside's
caradoxical concept of nature and nis near uiswerving allegiance to John
xicet Iormless certitude of

T b ~ RS Y o S o~
Locke. Both are respensible for the paracce

Akenside's ideas and the ultimaiz inccherence of the poem itself.
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ouat in compliance with its

goetic venicle. Towever, tne ¢c.zosite is true. Thought and expression

are not in comIoriac:e compliance, but in sharp antagonism. Akenside's

voam is implicitly an epistemclogical inguiry; for him, postic expression
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an examz.e of the waning iniluence c¢i literature as a sovereign human-

istic enterzrice curing the eighteenth century. Implicitly, the symboli
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LSGLRS 1n Lo LUoie LIS CICUSes s are caliel tnto guestion in Trho Pleasures

v

of Tmuo i oivicn, though the uncomiortes e incuiry is hidden behind a veneer

of tygpica. eighteen t‘*-centwy opiimisr. skercila's very concern with the

i

imaginative powaers of man and the scurce of their cxlsionce reveals a

in which Akenside writes

He compares the passing of synthetic nhilcsophies in the eighicenth
entury to a similar charnce in an carlier time in Western thougnt wnen the
syathetic Atnenian onilosopnies declined beiore the analytical sciences
of the Alexancrians. In both pericds of time, he notes, the specializa-
tions of the analytical sciences
to work in the interest
that such effort was to
some :Zs in history the orthodox
“y'ﬂt’ce 232 & faiiure of belief in
an inna es of nature. 94
.n the eighteenth century, the ¢rowing fai ure of belief in teleciogical pur-
nose embroils Akensice in the major sai.occophnical issue beiween the tine
c: Descartes and the time of Locke. 3% The issue concerns the nature ol
VL s o
v=Arthos, co. cit., oo ©2.
532@:. X Wesserman, The Subtler Languace: Critical Readings of
Neg-Clzzz.c 2omantic Poams, n. 11,



Joe relationsiin betweern atter and the immaterial mind and whether the
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sind can acve wny velid Knowlecg of maticls by way of ideas. 99 Western

and scme philoso~
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g all hope in solving ice, however,

L)

“isms." He canrot deny o redlizy of matter because to dc S0 is synony-
mous with denying the reality of nature, whaich, in the eichicenth century,
is tantamount to intellectuzal suicide. As @ sailosopher, he cannor deny

the dualizm arisiag from Caricsian raticnaliicm and the British emoirical
soecuiations of the coniury; nor can ne turn his back upon the imsact whi
tne findings of Galiieo, Newton, and Harvey have for the classical cosm

however, Lkenside is conscious,
ontological heritage, and its el 3

scion. To disca

3
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dec.ine of cntological gneculaticns in the

cightcenth century is the cimuitancous escendency of the psychology of

inner responses to external nature and “oo “ciscovery,”™ as G. S. Rousscau

oo T o q v e L0 3 N R At s T
has explalinca, of the lmaginaticn. & o008 (L&l Lo magination was

awareness thatl psycholegy vos ¢i toram
realm of cthics; and tha: :‘.1:5:;; CLoLCoTl W

upon ine passions and ncr tae inniis lasas

s major poem is an iiiusiraticn of Rousseau's coservation, as the

N J [
ject ¢f Akenside's nhil

The poem is sympiomatic oi the scarch ior @ new relerent fcr orcer, a

theory oi

1 1

scarch that begins under the pervacive

tle of Jonn Locke's

association which largely interrzlizes man's concent of external phenome-

PR A i T3 +1 el [P PNV PN =3 3 . < - - - -
r.on; ver it holds forth, in the cignisenth century, the hope that man mignt
N P A I N, JA T3 Y e e T i e i e AT o - 3N A om R
Jc able to put his world Lok wogoiner agen. WL X, Wimsatt and Cleanth

37ocoks nave traced the evoiuticn of Locke's theory of association and have

the Discovery of the Imaginaiion
tury Studies, III (136S), 110.
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Tl OF rongination, Akenside con-

NommTd o RPN, P s I PR I LoLT . Y ~imemd Y e
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CHITEssGC DuUrpose, to exeming \agination, and his moral
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, GO0 not conceal the dilemmea

~is noem. He must find scme ccherent

vailosophy of nature. The contemnorancousness of his tenacious accept-
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impulses
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orincinle. Akenside's view of nawre and nis emphasis voon the psycho-

.coicel powers of imaginetion Dear close study. In The Pleasures of

cais T. Drc\,\\,, , Tac
Zicntecnin-Century," in

w. 385; Ernst Cassier,
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tiorn, (oo ooy Lolds Two ConLilind Viows ol nature. These may be

ciiled his cliiornul and internal views of nature. DBoth will be examined in

A= o P, B 3oy Ty e~ L e o S s
a5 0Q5EIVEO Dreviously, ILosC DCLels of the eignicerntn cenully arc

N P SN D e [ e~ Ty o s n a2 .
LOC Ways 01 GG Lo g, Much as N1s ZIzAECessers

— R Sy 4 ] K J 2 e B ~ T~ o am
an intelligent autho: oI the universe who had somehow created @ mecheanism

wniverse can be cobijectively known to man's under tanomg He accepts,

- 3 JUREPRRCRRUI P SR R T ] 2 1

ecge is the result of intelliectual

3 . —~ + 1 h] — P = I =~ T 4 - -
intuiticn, and that all concepis of nawure and God are distinct and innaic
' &

]

and may oe related t

@]

universeal srincisies. One may note in oessing how
c.ose these premises of phiicsovhical rationalism are to Platonic idealism,

an association which could not have escaped Akenside's a*tent on. The
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o;:;;;;_ye but subjective. It exists in
ason's oo and is dynarniic, wacroas the cesmological schemes just pre-
sontcd e static. Natwure within man is difficult to know and vet is capable
ooopercouion v gome minds in verying dogrees of intensity.
fion, Axcnsilé writes, may ve found nere, within the mind of man. Cne
may see tie ampirical challenge to the nhilocsophical rationalism of

-

‘s cxigrnal view of nature exoressed in the poet's decision to
ciscuss this realm of man's susjective impulses. IZmpiricism ccniencs

that any reilection on man's existence, anv reflection on man's Xnowiedge,
i3 based cnly on man's ow:n scensations; and sensations thermselves are
DrovVoRed v particular stimuli. Any acc_“w knowledge, then, ic knowl-
stge O particulars, oot unlversals., Acculsition of knowiledge, particularly

knowledge ¢ nature, is sensational in origin, not ideational, anc

certainly sariicular, not universal, because it is bas cd on numerous

N

e e e em 11 Lo mmgm - F— L 3 + 3o e )
ot the greatest challenge it progents Co iiterature in the eigiatconth

N

. f e i [ U IV £ oo 12 AE e+ s s A e
C-_'.xtukf 18 1Ts unccermining O; TLC \v\,n\,.\,_ selief in the micegraiive acu of
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Ailhough the chain of ooing found its greatest neight of popularity
i1 the eighteenth centurs, it wis also curing this century thet it underwent

{8 most cdevastating atiacks, even 1no.o L taé caallenges to it were rarcly

swssed on to the reading public af large.YY Tho chain became conceptually
“ridiculcus™ in the eighteenth century, Secause tne known fzcis of nature
vere found to be irreconciiaizie with the two principlies coexistent witn the

nction of the chain: the princisle of pienituce and the principle of con-

Samuel Johnson, rawacr than any philosopher of the Enlightenment,

.

wrasented the most damaging argument acainst the concept o

by

(o)

the chain, by
attacking it on the premise that all forms might not be realized in actuality.
If so, pienitude was a false assertion. in similar fashion, continuity

suffered under Johnson's scrutiny. Ee noted that the highest being not

te distance below infinity. All along
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infinite would have
‘the chain, Johnson reascnel, inere ware immense vacuities between forms.
Plenitude and cgntinuit suggesied not oaly a fullness of forms but a fuil-
ness ol rnumbers as well; but Johnson founc fhese not to be, at least not

g M : Sana £t 1
ircm the vicwooint of the human race. 6l
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L.z ocbvicus Qiscreparncices between scientific discoveries and tae
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cing: A Study
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Eistory o o ldea, pp. 183, 256262,
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oromises of the chaeln {tecll were aoparent not only to Johnson. Recogrition
L. the ciscrepancy led even Leibniz to Zormulate two scparate philosophical
«vitems. One, concurming wiih convaerniizaal thought, supnorted the chain

throughn ho srincinle of sufiicicni recsorn, and was based on the stasis of

ne other admitted the scsgsioility of dynamism in naturc, although

s s o . . €2
:~i5 philosophy was not printed iz the elghteenth century. v
In all, nowevar, the breakdown of the chain in the eightcenth cen-

tury resulicd because of the inc

C)

cceptability of the moral cenclusions that

could be postulated from its stciic conztitction. it le
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ns up his description of the chain o

O
'

It now remains,
hrough various ceing's fair proportion'd scale,
trace L.N rls' l' sf & of her charms,

a

Ty YA A <1 N P o e Y -y TR 1 -

he Rovel Sociury. oo Ceoroo Rouben Potter,
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He then, in‘his famous "chain of Beauty" passage (I1.446-486), proceeds
to "delineate Nature's form." Through six main stages of being, Akenside
traces its "rising lustre." The first stage is éolor; the second stage is
geometric form--circle cube, sphere; the third is the union of this "sym-
metry of parts / With colour's bland allurement"; the fourth is plant life;
the fifth is animal life; the last is mind. "Mind, mind alone, (bear wit-
ness earth and heaven!) / The living fountains in itself contains / Of
beauteous and sublime: here hand in hand, / Sit paramount the Graces

. ."(1.481-484), Thus, .Akensi'de emphasizes that the ultimate and
highest reality in nature is mental. What follows represents an aspect of
the "reiterated paradox" to which Wimsatt and Brooks give reference.
Akenside begins a description of the flight of the imagination into the sub-
lime: "Break through time's barrier, and o'ertake the hour / That saw the
heavens created: then declare / If aught were found in those external
scenes / To m;we thy wonder now" (I.523-526). Akenside is referring to
what he sees as the ability of the mind to extend its thought--to defy time
itself and conjure up even the unseen wonders of the very beginning of
crea;tion. In other words, the scenes of external nature have been inter-
nalized within the mind's own evocative nature. What occurs in The

Pleasures of Imagination between 1. 438, when Akenside begins to

"delineate nature's form," and 1. 566, by which time's barrier has been
breeched and the hour has been overtaken, represents the jumping from

orie philosophy of nature to another, if not a full scale collision of the
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two. Akenside ceases tracing nature's form on the scale of being and,
instead, becomes involved‘in‘a reflection upon the psychological effects
of sublimity upon the mind. The problem that he faces in his analytical
examination of the imagination is to describe the effects of sublimity, or
any other stimuli, upon the mind.

Akenside's shift from ontological to psychologic_:al speculation
internalizes as well the other two ontological views of nature that he has
inherited from the past: the analogous planes of existence and man as
‘microcosm rep;es enting the center of these correspondences. His inter-
halizling of nature should not be confused with the general modern concept
of intefnalizing concepts, or whole philosophies, or syntaxes, into the
human psyche in hopes of establishing new cosmic or human referents for
intellectual reflec‘tion. In_ the eighteenth century, the internalizing of
nature qua reality effected just the opposite reaction. Internalization
hastened the breakdown of cosmological referents for human experience;
for prior to the eighteenth century, and before the seventeepth century,
the medieval and Elizabethan cosmologies had provided the source of inte-

grative referents for human activity. 64

To this point, it has been shown that Akenside embraces two contra-

dictory views of nature in The Pleasures of Imagination. These views, the

64Harry Prosch, The Genesis of Twentieth~Century Philosophv:
The Evolution of Thought from Copernicus to the Present, pp. 108-111.
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one referring\to the familiar ontological cosmologvy of the time and the other
referring to the dynamic processes of the imaginative faculty in man, are
ultimately contradictory, for the latter negates the former by reducing
ontology to psychology. One may now turn to Akenside's internal view of
nature and examine it specifically, for this view is ultimately the true struc-

ture of the poem.



‘CHAPTER III

MIND ALONE

Akenside has two purposes in writing The Pleasures of Imagination.

First, he wishes to compliment his theodicy in poetical terms, a practice
or aspiration prevalent among eighteenth~century poets. Secondly, he
wishes to examine the "pleasures"l of imaginatibn, or the nature of
aesthetic responses in general.

As has been noted previously, Akenside's theodicy envisions a
| static cosmology that embodies immutable truths reflected in external
| phenomena. Yet his method of inquiry into the nature and source of
' imaginative “pleasures"” i; bas‘ed largely upon the philosophical and
aesthetic speculations of Locke and Addison, who both tend to see the
reality of nature manifested in one's subjective, or internal, response,
to sensations.

The Design prefixed to the poem contains an outline of the work
and expresses Akenside's intentions in writing it. He begins by noting
the existence of "certain powers" in human nature which "seem" to hold
a place between man's physical sensations énd his menf:al perception oi
a moral order in nature. He recalls the popular notion of the time that

these "powers" have been called the powers of imagination; they relate
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externally ;o matter and motion, and internally to man's mind. The
imagination and its “powers" give the fnind ideas analogous to "those of
moral approbation and dislike."

Akenside, then, asserts that men have sought to recall by use of
their imaginative powers "pleasures" from past experience. The wish to
recollect "pleasurable" sensations has given rise to the "imitative" arts
of painting and sculpture, which directly copy nature, and music and
poetry, which evoke "rememberances" by way of signs universally "estab-
lished and underétood. " Akenside genecralizes abgut art, and poetry in
particular, that although it may become more "correct and deliberate" with
the passage of time, its initial and overall intention, regardless of its
state of deyelopment, is to excite the "pleasures" of imagination.

A. O. Aldridge has Qbserved that, when Akenside speaks of
"pleasures” of imagination, he means a physiological process that occurs
between sense pefception and intellectual understanding. Conversely,
when Akenside speaks of "powers" of imagination he means the capability
of the mind to perceive the moral posture of an objective reality. Akenside
considers both the "pleasures" and "powers" of imagination to be "inher-

‘ent avenues of approach” to the Platonic realm of the Beautiful, the True,

and the Good. 65 Precisely how the "pleasures” and the "powers" of

65A1fre_d Owen Aldridge, "Akenside and Imagination,” SP, XLII
(1945), 771,
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imagination interact, however, is something Akenside does not explain.

After establishing the existence of imaginative powers and pleas-
ures, Akenside outl'meé the method he intends to follow in examining his
subject. He wishes to depict the pleasures of imagination and explain
the constitution ‘of the mind that allows for, first, the "“feeling" of "agree-
able appearances" resulting from natﬁral external stimuli and, secondly,
for the entertainments one meets in pdetry, painting, music, or any of
the "elegant arts."

Akenside's main interest is in the psychology' of human feelings
as manifested in aesth‘etic, responses. This ‘mtérest implies what Wimsatt
" and Brooks have noticed as a reversal in the eighteenth century of the
classical notion of catharsis. They explain that this classical concept
was originally anti-emotional in that, according to it, such emotions as
pity and fear were to be moderated. Akenside, however, like other
eighteenth-century aestheticians, believes that such emotions should be
ncightened in order to allay less desirable passions. Wimsatt and Brooks
okbserve, further, that it is but a matter of time in the eighteenth century
sefore such a development evolves into sentimentality.66

Akenside further explains in The Design that in making his analytic

examination of the "pleasures” and the "powers® of the imagination, he

58yimsatt and Brooks , op. cit., pp. 291-292.



49
must, first, distinguish the "imagination from other faculties" and, then,
characterize the original forms and p'roperties of being which are as
familiar to the imagination "as 1ight is to the eyes, or truth to the under-
standing."

Akenside's distinguishing between the imagination and the other
faculties of the mind éhows traces of Locke's method of establishing
categories on the basis of an analysis of parts. Locke's general influence
upon the aesthetic speculations of the eighteenth century, particularly in
his belief that the imagination should be considered as distinct from other
faculties of man's reason, turned attention, from the work to the mind of
the reader or audience, which in turn led to an increasingly articulate
distinction between imaginative and the rational faculties. 67

There is , however, an additional noticeable trend in eighteenth-
century aes;chetic theory reflected in Akenside's distinction of the imagina-
tion from the rest of the mind in general.’ APor example, he contends that
the imagination, which is part of the mind, acts as a powerful extension
of the mind that somehow unites the mind's perception to the external
forms and properties of objective reality. He ‘als‘o attaches a certain
dynamic, vital guality to the mind and its perception of nature. Martin '

Price has noted the following characterics of the mind's vitality as con-

ceived in the eighteenth century, observing that the "divinely sanctioned

67Marks, op. cit., p. 37;.
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powers" o the mind
. . makes its traffic with the world a constant process of self-
discovery, as the inadequacy of the senses leads to their eclipse
and to the sublime transcendence of them by the mind that feels
infinity within itself,68

Akenside tends to emphasize the "divinely sanctioned powers" of the mind

throughout each book in both versions of The Pleasures of Imagination.

He feels compelled to rationalize the existence of the mind's divine powers
because man has "thoughts” that somehow slip beyond the limits of neural
sensations to contemplate pure external forms and properties (I.1.151-158).

Next, in The Design, Akenside discusses the original forms and
properties of being with which the imagination "converses” and categor-
izes these on the basis of an understanding of how one responds to their
external stimuli. His first category, tefmed greatness, includes all
responses to those sxtema'l objects which excite a feeling of "vastness."
His second category, termed beauty, includes all resporises to those
external objects which induce a feeling of "calmness."” His third cate-
gory, termed novelty, or "wonderfulness,"” includes all responses to those
external objects which evoke a fesling of surprise. In additisn, he
contends that an object that falls within the spatial categories of the
great, the beautiful, and the novel may contain yet other sources of

pleasure that stimulate the imagination. Although these sources are quite

68n\artin Price, To the Palace of Wisdom: Studies in Order ana
Energy from Dryden to Blake, p. 364.
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"foreign" ‘;o the imagination, they, nontheless, reginforce imaginative
pleasure when added to the three primary spatial categories. Akenside,
however, does not explain what he means by sources "foreign" to the
imagination, yet he wishes to distinguish them from the major spatial
categories in order to note‘what they are. Neither does he explain how
these "foreign" sources interact, or combine, with the major categories.
Nonetheless, he finds these sources to be the Iollowing: ideas drawn
from the external senses; truths discovered by the understanding; ilius-
trations of contrivance and final causes; and "circumstances proper” to
"awaken and engage the passions." Of these four sources, he considers
the last to be the most powerful; but what "circumstances" he has in
mind and what "passions" are to be awakened he does not specifically

outline in The Design.

What Akenside says in both The Design and The Pleasures of

Imagination is based mostly on the contents of Addison's papers on the
imagination (Spectator 411L42 1). 1In these papers, Addison introduces the
following four problems of general aesthetic inquiry: the nature of one"s
sentiments regarding beauty and other aesthétic feelings; the material
causes of these feelings; the function of aesthetic response; and the

mechanism through which aestheti;: responses are generated.69 Akenside,

5Swalter John Hipple, Jr., The Beautiful, The Sublime, and The
Picturesgue in Eighteenth-Century Aesthetic Theory, p. 24.
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in turn, addresses himself to thes; same problems of aesthetic inquiry.
One's response to that which stimulates imaginative pleasures is the
basis of the aesthetic systems of both Addison and Akenside. Walter
Hipple notes, of the general movement of aesthetic criticism in the
eighteenth century, that the aestheticians find their subject to be psycho-
logical: |

The central problem for them was not some aspect of the cosmos
or of particular substances, nor was it found among the charac-
teristics of human activity or of the modes of symbolic resres
tion; one and all, they found their problem to be the specification
and discrimination of certain kinds of feelings, the determination
of the mental powers and susceptibilities which yielded those

feelings, and of the impressions and ideas which excited them. 70

T D -
chitla

e
L

The stimulus-response aesthetic sy'stems of Addison and Akenside mav be
traced to Locke, who believed that one's observation of either external
objects or the internal operations of the mind is that which supplies one's
understanding with the materials of thinking. Observation and, above all,
visual observation of all phenomena are the most important faculty for man's
understanding. 71

In Spectator 411, Addison argues that visual observation is the
source for the most intense pleasures of the imagination, and that the

pleasures of imagination are pleasurable sensations which are stimulated

701pid., p. 305.

71Iosephine Miles, The Continuityv of Poetic Language: Th
Language of Poetry, 1540's~-1940's, p. 255.
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it man eitaer " . L. directly by external causes or indirectly by reason-
ably close imitations or substitutes for such causes."’2 Akenside accepts
Locke's pfimacy of visual responses as the best source of knowledge; he
also accepts Addison's categorical division of spatial qualities into the
great, the beautiful, and the wonderful, as well as a depiction of the
responses upon which these categories are based. However, he is oriented
more toward idealism than is either Locke or Addison, the nature of which
is best detérmined by examining his own interpretation of Addison's pri-
mary spatial qualities.

Akenside's emphasis upon the interaction between thie imagination
and the greatness of external objects has a traditional foundation in
Longinus's On the Sublime. The evolution of the eighteenth~century con-
cept of greatness from that of the sublime may be attributed to the
influence of theologic and ‘philosophi‘c readjustments in cosmological
speculations after the Coperni'can revolution. 73 Following Longinus,
Akenside sees in man's perception of the sublime the basis for faith in

the soul's immortality. Samuel Monk remarks of Akenside's concept of

the sublime in The Pleasures of Imagination that the poet finds a propin-

quity between man's spirit and the vastness of space. For the eighteenin-

. century in general, the sublime is "awe-inspiring in its magnitude, its

72Wimsatt and Brooks, op. cit., p. 257.

73Hipple, op. cit., p. 18.
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energy, its terror." /4 Following is a description of the sublime by

N

Akenside, in which because the "high-born soul” is weary of the mundane,

. she springs aloit
Through fields of air; pursues the flying storm;
Rides on the wollied lightning througan the heavens;
Or, yok'd with whirlwinds and tie northern blast,
Sweeps the long tract of day. Then high she soars
The blue profound, and hovering round the sun
Beholds him pouring the redundant stream
Of light; beho lds his unrelenting sway
Bend the reluctant planets to absolve
The fated rounds of Time. Thence far effus'd
She darts her swiftness up the long career
Of devious comets; through its burning signs
Exulting measures the perennial wheel
Of nature, and looks back on all the stars,
Whose blended light, as with a milky zone,
Invests the orient. Now amaz'd she views
The empyreal waste, where happy spirits hold
Beyond this concave heaven, their calm abode;
And fields of radiance, whose unfading light
Has travell'd the profound six-thousand years,
Nor yet arrives in sight of mortal things.
Even on-the barriers of the world untir'd
She meditates the eternal depth below;
Till half-recoiling, down the heaclong steep
She plunges; soon o'erwhelmed and swallowed up
In that immense of being. (I.1.183-211)

Monk believes that Akenside may be credited for keeping the Longinian
concept of the vastness of the sublime and the vastness of the soul of man
before popular attention of the eighteenth century, and the analogous

nature of the two subsequently plays a "considerable part" in Kant's

743amuel Monk, The Sublime: A Study of Critical Theories in
Eighteenth-Century England, p. 72.
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Critigue of Judgment. 75

The second of Akenside's spaticl categories is the beautiful. The
infusion of his philosophical idealism into this category is largely

responsible for the ensuing pnilosophical and poetic perplexities which

haunt The Pleasures of Imagination. In the poem, beauty is personified,
and a large poriion of the poem reflects the Platonic premises that beauty
exists independent of the mind and that one's perception of it is intellec-
tual, not neural.’® In the previous chapter, it was noted that, aiter
tracing the manifestations of beauty on the scale of being, Akenside
locates its highest realm of being within the mind:

Mind, mind alone, (bear witness earth and heaven!)

The living fountains in itself contains

Cf beauteous and sublime; here hand and hand

Sit paramount the Graces; here enthron'd

Celestial Venus, with divinest airs,

Invites the soul to never fading joy. (I.I1.481-486)
The mind is the domicile for the spatial categories of both the sublime and
the beautiful. However, there is a revision of this passage in the first
book of the second version.of the poem:

He, God most high (bear witness, Earth and Heaven)

The living fountains in himseli contains

Of beauteous and sublime: with him enthron'd

Ere days or years trod their etherial way,
In his supreme intelligence enthron'd

7

o

Loc. cit.

70A1fred Owen Aldridge, "Akenside and the Hierarchy of Beauty,"
MLQ, VIII (1947), 67.
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The queen of love holds her unclouded state,
Urania. (I1.1.563-569)

Akenside's alteration might seem slight; yet it may be of great significance.
Both passages are vague in defining the precise nature of that amorphous,
inexplicable specter called "mind'; but in the second version of The

Pleasures of Imagination Akenside leaves no doubt as to where exactly

ultimate sublimity and beauty abide--namely, within thé mind of Ged.
Akenside apparently believed that his initial locating of sublimity and
beauty in the mind of man was not quite what he meant to say. Hence,
his explicit revision.

An additional revision indicates that Akenside wished to clear
away some ambiguities regarding beauty's abode. For example, in the
first version of the poem, several lines before the passage beginning
"Mind, mind alone," Akeﬁside writes that beauty dwells " . . . most
conspicuous, even in outward shape, / Where dawns the high expres -
sion of a mind . . . ." (I.1.474-475). Presumedly, since he has not
used the superlative "highest,” he means the "high expression” of man's
mind. In the second version, he writes that beauty--which still, pre-
sumedly, exists within man's mind--is .a power that can guide one into
the realm of the divine. However, in this version, the description of the
constitution of the mind is more vague than in the original passage.
Here, beauty lends a most "conspicucus praise to matter" where " . .

most conspicuous through that shadowy veil / Breaks forth the bright
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: cxpress;on of amind . . ." (I1.1.554-556). In this revision, Akenside
appears to autem'pt a brecise description cf process rather than form.
"Outward shape" in the first version is revised in fhe second into the
more concrefe "matter." But "dawn" in the {irst version becomes sugges-
tively cloaked in the second behind "shadowy veil.” Then, the connota¥
tion of a gradual revelation which "dawn" imparts is replaced by the
suddenness, the forcefulness, and the rending implied by the verb,
"Breaks." |

The ultimate importance of beauty to Akenside is evident in the
following lines:

Thus was Beauty sent from heaven,

The lovely ministress of Truth and Good

In this dark world: for Truth and Good are one,

And Beauty dwells in them, and they in her,

With like participation. Wherefore then,

O sons of earth! would ye dissolve the tie? (1.1.372-377)

He makes no substantiél change of this passage in the second version of
the poem (I1.1.432-437).

Akenside's concept of beauty is an amalgam of Addison's,
Hutcheson's, and Shaftesbury's views on beauty. Addison sees the
mind's response to the beauty of an object as a physiological process, -
which is an allurement to human procreation as well as a fulfillment of

God's will through the creation of delightful forms. Hutcheson finds the

mind to be an indistinct form that responds to the perception of beauty
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in color, sweetness, and solidity. 77

But above all, Akenside's concept
of beauty is heavily influenced by Shaftesbury's idealism. Shaftesbury's
aesthetics flow easily frpm his doctrine of nature and ethics, which was
originally a rebuttal to Hobbes's pessimistic view of human nature.
Tollowing Plato in claiming that the mind perceives beauty in light of an
idea of perfection existing beyond the realm of the physical, Shaftesbury
siresses the dynamic process oi t'nbught which must‘ act in order to krow
ultimate tmths'. His treatment of beauty is concerned with the dynamism
of the artistic process of the creative act, not with a finished work of
;S‘ft.; In speaking of Shaftesbury and the English Platonists, Cassirer has
observed that the British aesthetics in the eighteenth century is a direct
outgrowth of certain preconceived centuries-old views of man and the
universe. He argues that the time's more fashionable school of thought,
‘the tradition of philosophical empiricism, could not have possibly stimu-—
lated aesthetic speculation:

Aesthetics is not a product of the general trend in English

empiricism, but of English Platonism. The underlying reason

for this is that the psychology of empiricism, with all its exact-

ness of observation and subtility of analysis, does not go

bevond the sphere of receptivity, and that it possesses the

tendency throughout to transform all psychic spontaniety into

receptivity. 7

The empirical tradition of Hobbes, which reached its zenith in Hume,

"TLoc. cit.

78Ernst Cassirer, The Platonic Renaissance in England, p. 197.
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could not help cut see the Platonic phiiosoniical rationalism of Shaftesbury
as antithetical to a philosophy of simple receptivity. Akenside's idealism
has its source in Shaftesbury; like Shaftesbury, he sees beauty in two
ways: as existent, a static Platonic ideal, and as existing, a dynamic
intellectual process; and like Shafiesbury's, his dual view of beauty stems
from a dual view of nature. Marsh believes that Rkenside's concept of

beauty is dialectic and, as such, instrumental in guiding the "argument”

presented in The Pleasures of Imagination. Beauty, he says, is dialectical

. . . in the sense that it functions positively and fiexibly in a
complicated analogical hierarchy of being and value which is
divided nevertheless into two basic parts or "realms. "79

* What Marsh means by "positively" and "flexibly" is left to the reader to
determine. His mention of "realms" is a reference to Akenside's belief
that beauty exists within the realm of the divine mind as well as within
the realm of man's mind. However, Akensice's expressed belief in an

ultimate mind wherein an ideal beauty raesides does not mean that the

method of the argument in The Plcasures of Imagination is “dialectical.”

He does accept the Platonic categories of the.ideal Beautiful, True, and
Good. He accepts, also, the idea that beauty is a divine personification
which pervades spatial objects along the scale of being and has its highest

mundane manifestation in the mind of man; but his acceptance of ideal

G U ) .
7“Robert Marsh, "Akenside and Addison: The Problem oi Idecationa:
Debt," Mz, LIX (1961), 43. ‘



forms and vaiucs is a premise not to oe exnlorea, out to de exploited. His

argumen:” is not a dialectical exploration in in

@

true Platonic sense, but

1

an assertion simply affirmed by a wealth of desc es. 80
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S’naftesbury"s Platonism provides Akenside with the raticnale for the
teleological truth and goodness which he telieves pervade the universe,
and I—Iutcheson provides him with the argument that the mind may perceive
beauty in color, sweetness, anc form, even though the mind evades one's

attempt to describe its own exact nature. There is little tracing of an

"analogical hierarchy" in The Pleasures of Imagination througna argumenta-

tion, for all of Akenside's descriptive detailis of nature are themselves
affirmations of "being and value." As stated above,Akenside has two

purposes in The Pleasures of Imagination: to affirm his theodicy and to

examine aesthetic responses. What Marsh terms Akenside's "complicated
analogical hierarchy of being" is the poet's premise. Akenside is not
exploring guestions of "'being" in the poem; instead, he is exploring rﬁan's
responses 10 aasthetic and natural stimuli. His inquiry leads him into a
vicious epistimological circle. The circuitous nature of his discussion
is what Marsh seems to mistake fof a dialectic.

Time after time, Akenside cdescribes the effects of the beautifui

and the sublime upon the mind of man. Yet, while he focuses on the

80?&11ricia Meyer Spacks, The Poetry of Vision: Five Eighteenth-
Century Pocis, p. 217.
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mind's respenses to'tﬁe sui:lime a’pd the beautiful, he at the same time
conjures up the very scenes to which he says man's mind responds.
Jeffrey Hart remarks of the conflict implicit in A‘ke'nside's seeing the mind
as both a passive and a dynamic agent that the poet is reaching out for a
new epistimology. 81 But Akenside leaves too much unsaid to be success~
ful in such a search. He does not explain how the mind's innate dynamic
"powers" perceive the existence of an external order of nature. He only
contends that tbey do. There is little else he can do. He wishes to
write a poem that reflects the existence of an externai moral and aesthetic
order and the "powers" of man's imagjnétion to perceive this order. His
premise that nature reflects an external moral and aesthetid order guides

the direction of the poetic presentation of his "argument" within The

Pleasures of Imagination itself. Consequently, the poem becomes a
massive description of nature. The problem of how the mind's dynamic
"powers" perceive a moral and aesthetic order remains a puzzle in The

Pleasures of Imagination because it is not the function of the Augustan

poetic as Akenside uses it to resolve the dilemma. He presumes the issue
settled. His intention is to describe the beauties of an established truth.
‘Akenside's world view exists precariously between the limits of

Plato's ultimate world of forms and that of Hume's subjective empiricism,

8l7effrey Hart, "Akenside's Revision of The Pleasures of Imagination,
PMLA, LXXIV (1959), 74. ’
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which holds that ontological speculations are based on subjective asso-
ciations establi,shed by one's‘cu‘stoma'ry way of perceiving existence.
Akenside offers no dialectical or argumentative response to either of these‘

.extreme positions. Philosophically, he does not try to offer one; poetically,

he is unable to do so in The Pleasures of Imagination. His third category
.of spatial perception is that of novelty, or Addison’s category of the

- wonderful. In the second version of The Pleasures of Imagination, he

- abandons this category entirely, for he finds the novelty of an object to
be but an extention of the greater category of. the beautiful (II.1I. 661—682).
He does, however, retain the major categories of the sublime and the
beautiful.

Akenside proceeds in The Design to examine the supplementary
sources of imaginative pleasures mentioned above, which, added to the
categories of the sublime, the beautiful, and the novel (later the sublime
and the beaﬁtiful only), intensify the pleasures derived from viewing thé
primary spatial éategories . Akenside notes that the imitative arts--i.e.,
painting, sculpture, music, and poetry, which he includes under the
Addisonian categories of spatial stimuli~-owe many of their effects to
stimuli described in typical tenets of neo-classic aesthetic theory, which
presumes an objective'reality. These stimuli includé three of the four
"foreign" sources of pieasure mentioned above: ideas drawn from external
nature, truths revealed to the understand.ing‘, and illustrations of divine

contrivance and final causes.
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Akenside's incorporation of Addison's spatial categories with such
mimetic aesthetics represents a partial departure from strict neo-classicism.
His tacking away from the course of neo-classic theory implies that he
may have questioned the whole doctrine of mimetic reproauction of natufe.
The problem of t‘his doctrine as seen in the eighteenth century centered on
what precisely the artist was to imitate. Marks explains that poets who
subscribed to classical ﬁorms iﬁ the century " . . . did not feel bound to
reproduce with unselective fidelity the perceptions of eye and ear. n82
And Wimsatt and Brooks observe that, under the influ'ence of the neo-
clllassic theory of genefal truth presupposing a reality whereon mimesis
© was possible, the artist " . . , professed to render reality through a trick
of px;esentin‘g something better or more significant than reality. But the
trick obviously and quite often involved the unreal. "83 The unreal, here,
is any deviation from material reality and involves the problem of artistic
vision. Clearly, how the artist imitated something depended upon his
own view of it. This view might reflect an objective real;ty or it might
reflect but a subjective response to external stimuli. Akenside effects a

fusion of the "unreal” and the "real" by means of the Platonic-Shaftes-

burian "trick" of positing all reality within the mind. As used in The

Pleasures of Imagination, "mind" refers to-both man's mind as perceptor

82Marks, op. cit., p. 27.

83Wimsatt and Brooks, op. cit., p. 334.
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ar}d God's mind as the realizer of all forms. By sub-categorizing tenets
of neo-classic mimetic theory under the major spatial categories of the
sublime and the beautiful, which reside in the "mind,"” Akenside can
retain his Platonic idealism of ultimate forms and expound the neo-classic
Aristotelian principle of imitating a true external reality. Yet the Lockean
Aand Addisonian empiricai element in his thought leaves the problem of
knowing what exactly is to be imitated--an objective reality, or a subjec~
tive response? Turthermore, a question exists that the mind in fact can
~ perceive an objective reality. To these difficulties, Akenside fails to
offer an adequate solution.

Aftér pfesenting his categories of aesthetic responses and stimu-
lants to imaginative pleasures, Akenside feels that he may then "enliven
the didactic turn" of the poem by introducing an allegory of the figure of
Harmodius to account for the appearance of genips in the human race. As
noted earlier, it is not unusual for Akensid'e. to turn to the Hellenic
tradition to account for the mind's dynamic nature. Harmodius represents
a high intelligence visited by the personification, "Genius. " Akenside,
then, wishes to examine another pleasure of theimaginétion, the pleasure
that rises from ridicule. His examination begins in Book III of the first

version of The Pleasures of Imagination and continues for one-hundred

eighty-one lines. In the second version of the poem, the passage on

ridicule is reduced to forty-seven lines and occurs in Book 11.84 The

84Hart, op. cit., p. 73.
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reason for the reduction seems to have béen Thomas Warburton's anger
over what he considered to be a personal affront in the notes appended to
the third book of the first version of the poem.  The reduction permitted
the deletion of the offending no‘ce.85

What is interesting about Akenside's decision to add the "pleasure"
of ridicule to the general categories of "pleasurable" external stimuli is
his subsequent concern over the variety of stjrles in which he might debict
the pleasures of imagination. Ridicule, he believes, as‘did Shaftesbury,
is the foundation of the comic arts and is the "manner" of the comic arts.
Akenside states that, becausé the pleasure of ridicule has been "imper- |

fectly" treated by previous writers, he will give "particular illustration"
of it‘and distinguish its source. To do so, he fe’els he should adopt a
style that befits ridicule; yet he desires that t‘his new style remain as

consistent as possible with the general seriousness of The Pleasures of -

Imagination as a whole. He is cognizant, he states, of the " , . . diffi- '
culty in giving tolerable force to images" in a satiric "vein of diction"
without running into mock-heroic expression or "poetic raillery of professed

satire." Neither extreme would be "consistent" with the diction level of
the rest of the poem. Subsequently, in Book IIl there appears what might

be called a little Dunciad, bearing a vague and limpid resemblance to its

immortal forebearer. 1t is oratorical and ineffective, lacking the satirical

85Dyce, op. gig_.,‘p, 19;
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force of either the mock-heroic or " professed satire."
After he has drawn up the categories of natural and aesthetic
stimuli, Akenside claims that, as a result, "the material; of imitation

are open," meaning or implying that they are apparent and established.
He intends, next, to "illustrate" particular pleasures of imagination.
The first illustrations he will take from the "various and complicated
resemblances" existing between the material and immaterial worlds. Such
resemblances are the foundation of metaphor and wit. With other illustra—
tions, he will depict the nature of imitation. At this point in The Design,
he retains the premise that, though it perceives, the mind does not have
‘any creative power of its own. Yet he comes precariously close to revers-
ing his premise; and in the poem itself, he does. In part, this reversal
may be attributed to his beliefs regarding "resemblances" and the
"association of ideas.” These beliefs are strongly disposed to the
intellectual climate of the day. Wasserman explains:
. . . during the eighteenth century the disintegration of cosmic
orders widely felt as true was finally completed. In the Middle
Ages and the Renaissance the literate had shared a constellation
of synthesizing myths by means of which man could grasp rela-
tionships that gave significant patterns to otherwise discrete
things and experiences. These systems transformed man and his
world into a lexicon of symbols and integrated the symbols by
meaningful cross-references. But by the end of the eighteenth

century these communallly accepted patterns had almost completely
disappeared--each man now rode his own hobby-horse. 8

86Wasserman, gp_. cit., p. 170,
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Locke's response to thé disintegration during the seventeenth century of the
old cosmic vision was to conclude that man receives all his ideas through
sensations and reflections. These, he found, did not substantiate the tradi-

tional way of seeing things. 87

His subsequent theory of language reflected
a skeptical view towards the older teleology. Language, he believed,
should serve three purposes: to make thbughts known; to convey knowledge
of things; and to convey thought with as much ease and quickness' as
possible. 88 He came, thus, to find the poet's use of language--to express
wit, or the facile uniting of frequently disparate images and ideas~~to be"
inferior to what he felt was the true purpose of language: to discriminate
and separate categories .0of thought so as to avoid syntactical confusions.
For Llocke, ‘poetic wit was irresponsible and had no bearing on what he saw
as the true nature of things and man's need to analyze phenorhena, that
is, his need to exercise his judgment to determine the "real. n89

The paradox of Akens idc;‘s attempt within a poem to fuse Locke's
associational psychology with Platonic idealism and Shaftesburian moral

optimism illustrates the perplexing contradictions which faced many

thinkers of the day. Ultimately, he fails to effect a philosophical synthesis

878, A. G. Fuller, A History of Philosophy, II, 124-125.

88Iohn Locke, Jin_Es'say Conderning Human Understanding, II,
142, :

89gpacks, op. cit., pp. 67; Willey, Seventeenth-Century
Background, pp. 287-288,
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90

between the disparate philosophies. Akenside continues in The Design

to give a general account of the production of the "elegant arts," and of
the secondary pleasures which arise from this "resemblance” to original -

appearances in nature. He, then, states that The Pleasures gf_Imag‘&natioh

will conclude on some reflections régarding the general conduct of the
"powers of imagination" and their "natural and moral usefulness in life."
His moral recommendation is a COmmon device among eighteenth-century
poets, for most felt that poetry should indicate hbw the world was
organized and persuade readers to act in @ moral fashion,?! The Design,
then, concludes with a general description of the poem. Here, Akenside's
adherence to general neo—.clas.sical principles is noticeable. He remarks
that he has two models, Viréil's Georgics because of its "refined" style,
and Horace's works in general because of their epistolary siyle. He finds
Horace's style édvantageous in that it allows a great variety of expression,
which ”enéages the éenerality of the reader.” Because the subject with
which he is concerned "tends to cons.tant admiration and enthusiasm,” he
feels that an "open,. pathetic, and figured" style is appropriate. He
believes that his views on this matter are correct, for it is not his inten-

A

tion in his work to give formal precepts or enter into "direct argumentation.™

9OMartin Kallich, “‘The Association of Ideas and Akenside's The
Pleasures of Imagination," MLN, LXII (1947), 170; Aldridge, "Akenside
and Imagination,"” p. 771,

Norton, op. cit., p. 380.
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Instead, he proposes in The Pleasures of Imagination to exhibit the "

P 4

most engaging prospects of nature, to enlarge and harmonize the imagina-
tion, and by that means iknsensibly dispose the minds of men to a similar
taste and habit of thinking in religion, morals, and civil life." He con=-
tinues to explain how circumspect he has been to point out divine casuistry
in every princi'ple he uses. Echoing Shaftesbury in closing The Design,
Akenside wishes to unite the "moral excellencies” of life to "external
objects of good taste.” Then, he feéls he méy recommend these "excel~
lencies" and "objecfs“ to all men, who, he claims, have a '"natural
propensity for admiring what is beautiful and lovely." The Design, then,

closes with his acknowledgment that he makes "no apology” for the

"seﬁtimem‘.s" expressed in the poem. The Pleasures _o_fImagvination is an
interesting example of des criptive‘ preciseness and oratorical abstfus eness.
Akenside's purpose throughout the poem is to affirm his theodicy, but his

"~ manner of justificatiqn is based on Locke's theory of association., Each
view encompass;as a different view of nature, one seeing it as a reflection
of an ideal objective order, the other as simply a subjective responsé.
Akenside wishes to steer a course somewhere between these polarizations
of thought. To affirm the existence of an ideal "moral excellency" reflected
in nature, he must, as a poet, make use of language which, unfortunately
for his purposes, is more §ubjective ihét objective in nature. He wants
to assume that that which is described is, but the subjective nature of

empiricism tends to imply otherwise. He wants to assume that God has
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created an objective reality which He has made comprehénsible to man;
then, he can be assured that a literal description of God's creation func-
tions as a guiding rule of poetic expression for rendering the truth and
moral excellency of the "Sire Omni‘p‘otent. " Akenside cannot bunequivocally
accept the implications of Locke's empiricism, e. g., that man's knowl-
edge is purely subjective and that his language conveys only subjective
‘responses. Yet, if he does not explicitly accept the philosophical conse-

-quences of Locke's associational psychology, Akenside's implicit

adherence to.associationism as a method of conveying the objective truth

of God results in poetic amorphousness and incoherence.



CHAPTER IV

MEMNON'S IMAGE LONG RENOWNED

‘

The Pleasures 9_f_Imagination, as a whole, suffers from Akenside's

failure to provide an adequate structural base for the poem. The theory of
association, as previously stated, fails to provide a reference for poetic
coherence. There are a number of mythical referents throughout the poem,
and‘they denote Akenside's familiarity with Hellenic philosophy and
religion. Howéver, their poetic; functions are vagué, and they serve

| merely as rhetorical figufes which reflect Akens ide's general teleological
p'remise that from nature emanates the excellence of God's creation. The
general inclusiveness of Akenside's teleological premise renders such
figures poetically useless, and they add little of significance to his
general descriptions.

In noting the reduction of the Augustan.poetic to a purely descrip-
tive stéte, Wasserman explains} that the problems of eightee_nth—ceritury
poets were multiplied because of the poets' inability to make analogies.
Wasserman observes that the Augustan poetic was used mosfly for didactic
purposes, and he makes é distinction between an aﬁalogy used "poeticaliy“
as opposed to one used sententiously. The practicq of most eighteenth-

century poets was
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. not to use the analogy poetically by imposing the patterns of
external nature or of the poet's experience with the scene upon
merely linguistic syntax and thereby releasing the constitutive possi-
bilities of an extraordinary syntactical system. The syntax of the
description remains distinct from the syntax of the moralizing, and
the failure to bring them together is the failure to generate a new
syntax, without which there is no poem, and no need for one. 92

Wasserman's observations are applicable to Akenside because the language

of The Pleasures of Imagination is essentially denotative; in attempting to

describe a world view which to him is clear and distinct, Akenside has
little need for analogy or metaphor. An illustration from the poem empha-
sizing Wasserman's points is continued in Akenside's allusion to the
statue of Memnon, which stood before the ancient temple of Thebes. Zeus
conferred immortality upon Memnon after his death at the hand of Achilles.
When'the sun rose, the first rays would strike the statue', and a musical
chord would ring forth. 93 The passage continues:

For as old Memnon's image long renown'd
Through fabling Egypt, at the genial touch

Of morning, from its inmost fame sent forth
Spontaneous music; so doth Nature's hand,

To certain attributes which matter claims,
Adapt the finer organs of the mind:

So the glad impulse of those kindred powers
(Of form, of colour's cheerful pomp, of sound
Melodious, or of motion aptly sped) ,
Detains the enliven'd sense; till soon the soul
Feels the deep concord and assents through all

92Wasserman, op. cit., p. 184.

93Harry Thurston Peck', ed., Harper's Dictionary of Classical
Literature and Antiquities, pp. 1027-1028.
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Her functions. Then the charm by fate prepar'd
Diffuseth its enchantment. (I1.1.150-162)

Marjorie Hope Nicolson has interpreted the tale of Memnon as Akenside's

illustration of the relationship between the light of day and the "soul of -

nature, " as well as the mysterious relationship between man’'s mind and

external phenomenon. 94

It is significant that Akenside resorts to myth to explain the myste-
rious relationship between mind and matter; ahd it is also significant that
he retains the Memnon allusion in both versions of The Pleasures of

N

Imagination. Yet the allusion carries.for only four lines; the remaining

nine return to describing as denotat_ively as possible the effects of
nature's phenomena upon the "finer organs of the mind.” In the quoted

- passage, Akenside is working with a mythical analogy, but the analogy

' is‘ immediately engulfed in‘ a tide of descriptive statements, which are
more vague than the initial reference to the myth. In the first four lines,
the "genial touch of morning” on the stone image of Memnon causes

"spontaneous music." The remainder of the passage appears to equate
matter (nature) to "Morning” and the mind of "Memnon's image.” The
result of matter's stimuli (form, color, sound, motion) "touching" the mind

(analogous to touching the stone image) results in a detention of "the

enliven'd sense" and an arousal of a “"deep concord" (analogous to the

94Nicolson, op. cit., p. 86.
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setting forth of spontaneous music)., Clearly, the mind is a receptor of

touch (the touch of matter gua morning). Subsequent to its receptivity, the

" soul feels the "deep concord” it has with nature (matter) and "assents

through all / Her functions” to the ways of nature. Whether or not the
soul has any functions other than responding to external stimuli and
whether or not the soul itself is in any way distinct from the mind is not
described in the passage. Presumedly, the Memnon image has some
teleological significance, but the significance refers only to Akenside's
premise that from nature emanates the excellence of God's creation.
Akenside moves quickly from the Memnon imaée to a renewed description
of the effects that "Nature's hand" has caused matter to have upon the
mind of man. In this passage, any connot,ative' suggestions evoked by
the reference to Memnon's image and the "genial touch of morning” are
obfuscated in the subsequent attempt to describe the stimulus-response
relationship among "Nature," "mind," "matter,“' and "motion." Akenside
must try to describe the vital force inhering in these phenomena of God's
creation. His own teleological premise that all nature is infused with
God's immanence and bénignancy necessitates his doing so. Yet, even
Newton, whose influence may be seen in the passage through Akenside's
very choice of a statuelas aﬁ analogical figure, had implied the limits of
descriptive language by providing no cosmological speculations because

the data presented to analytical treatment--motion and the attraction of
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elements --were beyond mechanical explanation.g5 Akenside, however, is

<

committed to des cribing a force or a power beyond denotative language, a
power that can be known only linguistically through metaphor. He reverts
to a mythical allusion that no one could serious ly consider as a true
illustration of fact in order to affirm the teleological truths of the new
science which is determined to remove all barriers to clear thought,
including Hellenic myths and outdated cosmologies.

Akenside's teleology, as mentioned earlier, is based on the chain
of being, the corresponding planes of existence, and man aé microcosm
centrally located within these planes of being. Yet his implicit contra-
dictory views of the actual compoéition of the chain and his adherence to
Lockean associationism, which reduces the corresponding planes of
existence to little more than chimeras of the mind, negate the practicality
of his‘ teleology, and together they undermine aﬂy reason for analogies
between nature and "moral excellencies." Akenside's cosmology is con-
fused and clearly fails to support his sententious purposes. Moreover, in

The Pleasures of Imagination, metaphor is reduced to descriptive psycho-

logical associations, and myth becomes little more than decorative figure.
Albert William Levi has remarked that, throughout Western intellec-
tual history, _there has b‘een a continuous confrontation between two types

of languages which represent two different modes of human thought. Both

95Brehier, op. cit., pp: 3-4.
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are expressive of two different needs within the realm of human cognition.
The language of man'si understanding is the language of science. Its
characteristics’are‘influenced by man's need to be objective and factual
in recording the dataic‘nf his experience.. It is descriptive, denotative, and
analytical. The language of man's imagination is the language of metaphor.
Its characteristics are reflected in men's need to find a sense of drama
and purpose in human existence. It is metaphorical, connotative, and
synthetic. One language is the realm of material objects and data, the
realm of the scientist. The other is the realm of human relationships, the
realm of the artist. There is no compromise between these two different
languages, or modes of thought. Science must surrender its objectivity
. or man his purpose. Human purpose, Levi avers, is inclusive of objectivity;
but man has a m&sterioﬁs ‘way of idealizing objectivity to the exclusion of
purpose, or even rationalizing purpose from object{vity, thus reversing

the language of the imagination against itself and negating an entire mode

of thought by speaking of'it, literally, in terms of the other. Poets in

particular are sensitive to such a reversal: the human conflict of reality
and appearance become true and false propositions; the human illusion

+
becomes cognitive error; human destiny and purpose become causality and

scientific law; human fate and fortune become prediction and change;

human dramatic fact becomes matter of fact; human tragedy becomes
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competition; human peace becomes systematic equilibrium. 36 When the
language of the imagination surrenders to the language of the understand-
ing, human méaning is levelled, and human value is ‘demolished.

When Samuel Johnson wrote of The Pleasures of Imagination that,

since "nothing is distinguished, nothing is remembered," he was speaking
of Akenside's imagery and versification. But the lack of distinctive words
and phrases implies more than a lack of distinctive images and versifica-

tion, e. g., it implies what Levi has called a loss of "teleological

imagination," or "the economy of human belief. n37 Akenside's omniscient
premise becomes omnivorous ,.swa'llow'mg both language and "spontaneous
music" into a c;.;reat‘"immense of .being" (I.1.211). ’Akenside writes of this’
great "being" at one poAint in the poem, "What needs words / To paint its
bower? " (I.1.244-245). What need, then, of a poem? Memnon, perhaps
once vital, becomes a mute stone, standihg silent and insignificant inside

The Pleasures of Imagination and the sublime infinitude the poem seeks to

portray.

96a1bert William Levi, Literature, Philosophy and the Imagination,
p. 47. :

971bid. . P. 8.
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