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PREFACE 

The Pleasures of ImaGination by Mark Akenside has been traditionally 

cons idered a work of extended poetic incoherence. The purpos e of the 

following study is to find the cause of this incoherence and to explain its 

effect upon the poem. 

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

the resultant conflict is the reas on 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 wfiting The Pleasures of Imagination is 

didactic. 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 Akens ide's day, and he takes such 

thought as the source for his homiletic referents. Akenside's second pur­

pos e in writing the poem is to explore the pleas ures 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 phenomena. The poetic result of Akenside' s combining idealism and 

empirical 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 tGleological 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 I 

some recent studies have attempted to find a basic structural device in 

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

study hopes to show that no such structure exists in the poem, that 

Akens ide never meant for such a structure to exist, and that Johns on IS 

initial evaluation of the poem is as timely now as it was when first 

printed. 

There are two printed vers ions of The Pleas ures of Imagination. 

When reference is made to the poem, the first Roman numeral indicates 

the edition I the· second Roman numeral the book, and the Arabic numerals 

the res pective 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 

Kansas State Teachers College. 

Emporia, Kansas W. H. B. 

August, 1972 
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CHAPTER I 

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 Gommon 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 call~d the "anti-humanist" temper in Western 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 attitudes of such "humanistic" figures as Hooker, Milton, 

Johnson, Coleridge, Arnold, and Eliot. 1 

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 i.n the twentieth century. 2 For 

1paul Fussell, The Rhetorical \florld of Augustan Humanism: Ethi.cs 
and Imagery from Swift to Burke, p. 2:3. ~ 

2The traditional antipathy for The Pleasures of Imagincnion may be 
found in Lumercus sources,. See Oliver Elton, 6. Survey of Enolish 
Literature: l 730 -1780, II, 383; Frederick Green, Literary Ideas in 
Eightee:,':[;-Century France a~_d England, p. 242; Sir A. W. Ward and 
A. R. W6:1er, eds., The Ca:nbridqe History of English Literature, X, 152; 
1010 A. Vv'illiams, Seven Ei.ghteenth-Century Bibliographies, pp. 75-83. 
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example, it has been described by Ricardo QUintana and Al vin Whitley as a 

work distinguishable for the II impelling force of ideas" which Akenside' s 

"poetic skill" evinces, and one does not disagree with this general 

assessment. 3 At times, a certain "impelling force of ideas" is present, 

and Akens ide's "poetic skill" is reflected in the regu larity of the iambic 

pentameter and decasyllabic pros ody. 

The popularity of The Pleasures of Imagination is well documented 

in the eighteenth century. It was carried through several editions, 

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

Young's Night Thoughts, it was the most popular poem of the British 

reading public throughout the century. 4 Yet despite obvious poetic skill , 

and force of ideas, it lists towards obs curity 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 large passages, which were never wholly incorporated into the 

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

with the demand for continuous publication. 5 

3Ricardo QUintana and Alvin Whitley (eds.), Enqlish PoetrY of the 
:vIid and Late Eiqhteenth Century: An Historical Anthology, p. 113. 

4Raymond Dexter Havens, The In:tluence of Milton on Encrlish 
~-'CJetry, p. 386. 

SWith The Pleasures of Imagi:lc_~'~on at the height of its public 
::.cclair." Akenside finally resolved to r(;write the entire work. He appears 
;:0 have projected the length of his new vGrsion to four books. The first 
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Two major critical evaluations touch upon the poetical problems of 

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

strictly than the second with the ?oe~ry of the poem and represents the 

traditional.a"c.tituc.e of most rec:.ders who have read the work since the 

eighteenth century. The initial major crit::'ca1 evaluation of The Pleasures 

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

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

the work is revealing because he is commenting on a contemporaneous 

fellow poet, and becaus e he has a strong pers onal pr'eference 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 Ir.lagination was cons idered to be a fine and memorable 

work of poetry. As one reads his general remarks on Akens ide and the poem, 

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, II in The Poe:i.cal VI/orks of Mark 
Akenside (The Aldine Edition of the British Poets, 1845 (1969)), 49-50. 
The text of The~" _::;a.sures of Imagination which thiS study will follow is 
from the Aldine Ec..i:ion, pp. 83-210. 

6Geo:rge Saintsbury I A History of English Prosody: From the 
Twelfth Centcll'/;:O the Present Day, II, 556; Paul Fussell, Theory of 
Prosody in Eig'rneenth-Centur'l England, p. 43. 
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critical broadside which may be said to damage Akenside's reputation as a 

poet if not sink it altogether. His first salvo ;emoved Akenside's hope for 

literary Idffie on the basis of his odes. D'~smissing them in one sentence, 

Johnson states that "nothing favorable can be said. 11 He, then, rakes 

Akenside's lyrical verse by asking how tr,e poet could have ever "addicted" 

himself to the form. The poet's hand is "ill-fated." ' His expression lacks 

"lux...:.:iance" and" variety of images." His" thoughts are cold and his 

words inelegant." 7 However, Johns on 's mos t volatile charges are 

reserved for The Pleasures of Imagination. After expressing his belief 

"Chat the poem" ... rais ed expectations that were not afterwards very 

amply satisfied," Johnson attacks Akenside's use of images and versifica­
~ 

tion. Of the images Johns on 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 
hold on noth ing . 8 

Of the vers ification he states, 

the concatenation of his verse is commonly too long continued, 
and the full clos e does not recur with sufficient frequency. The 
sense is carried on through a long intertexture of complicated 
clauses, and as nothing is distinguished, nothing is remembered. 9 

7Samuel Johnson, Lives of the English Poets, ed. George Birkbeck 
Hill, III, 419. 

n 
o}";Jid. , p. 417. 

gLoc. cit. 
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Such is the es sence of two centuries I s literary evaluation of The Pleasures 

of ImaC'ination. It is a piquant mixture of SOIT.8 admiration and much 

bewilder_ner:t. 

Only recently has there been a~'1 a<:'cempt to salvage Akenside's 

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

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

The Pleasures 2! Imagination. In contrast to Johnson, Marsh focuses upon 

neither Akenside's use of imagery nor upon his versification. Instead, he 

has formulat.ed a "dialectical" theory of neo-classic poetry and has 

discovered 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 order. ,,10 

In terms somewhat confusing and vague, Marsh expands upon his concept 

of a "dialectical" theory of neo-classic poetry: 

the poet and his performa nce are commonly defined and eva lua ted 
by reference (positive or negative--or paradoxical) to the nature 
and power of a special quasi-Platonic dialectician-lawgiver 
(human or divine), daimon, or demiurge--or all three. In any case, 
these have been the reCClrrent themes of dialectical poetics up to 
our own day: knowledge, or simply apprehens ion, 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 aspec~s of human poetic 

10ROQc;t M~rsh, Four Dialectical Theories of Poetry: An Asoect of 
English ?'~eoclassical Criticism, p. 12. 
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productiOl'.); ar.d reserr,l:;:.ance to divine art or creativity. For these 
are ~-~,c throe::; p:inc~>-.2 wuys in which human mind and action can 
be :'"3lutec. to -~h3 substances and structure of ultimate reality. 11 

Sl...ch a thec:-y :~r3S'Jpposes a theorist who has some starting premise, or 

be lief, upon w:,'Lch to examine poetry. Mars h continllcs: 

'l~~le dialectical theo:-ist ... i:1vo](es transcendent or comprehensive, 
values, patterns, and ideals for poetry that are said to reside in 
God 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 charact~ristic dialectical habit of perceiving the patterns of 
sif:1ilitude, congeniality, or continUity between the "ultimate" 
and the" common. "12 

Marsh states that, in "dialectical" theories of poetry, "the tradition of 

P'latonism ..• can scarcely be over-emphasized .... ,,13 After examin­

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

he q·.;.otes at great lengt"h from the concluding lines of the final book in the 

first version of the poem (I. III, 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 M.arsh does not explicitly say so, his final remark implies a 

11 Ibid., p. 13. 

12Ibid., pp. 11-12. 

13Ibid., p. 12. 

14 I bid., p. 86. 
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a favorable aesthetic evaluation of the work. 

Marsh has travelled the same "flowery labyrinth" as Johnson two 

centuries before. Both ha.ve wandered through the "gay diffusion." But 

wnereas :Marsh is exhilarated, Johnson was displeased. Whereas Marsh 

is dialectica.lly 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 having lived at different 

times, for Johnson's assessment of the poem has endured, regardless of 

any change in critical s;;andards 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 fror.1 W. K. Wimsatt, who has found the critic's 

use of the word, "dialectical," to be but an "attempt at profundity," or a 

"superficial verbalism" imparting "stereotyped concepts to writers on cen­

tral neo-classical criticism," or an attempt 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 "bu ilt-in safeties a0d hedges, anything can mean anything. ,,15 

lSW.K. Wimsatt, "Review of Robert Marsh, Four Dialectical
 
Theories of Poetry," JEGP, LXV (1966),728-729.
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Jo~'m Norton alsv L:'lC.S Niar3I:'s specific treatment of The Pleasures of 

L:laginatio,1 inac.eC;:Lc.Le because the r;1ethod restricts Marsh "to the diction 

of the poem, anc::. does not allow him su:'::ficientlicense to deal with 

rc:::erents. ,,16 Moreover, as crucial as he seems to find Akenside's reli ­

a:'lce upon Plato's divine trinity of the True, the Beautiful, and the Good 

as a synthes izing agent which effects a unity between the mundane and 

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

exact path of Akens ide I s dialectical relationship between the mundane 

and the divine. In short, he stays away from the problem of referents 

altogether. Marsh eVidently does so, because there are no referents in 

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

Akenside :r.ight 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 li:<e participation" (1.1.373-375). 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 close' to emphasizing the 

"tradition of Platonis m," 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
 

16John Norton, "Akenside's The ?18clsures of Imaqination: An
 
Exercis e in Poetics," Eighteenth-Centurv Swdi;:::s, iII (1970), 380.
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reference to beauty that provides the bridge between the "ultimate" and the 

"common," although Mars h, however, seems to underemphas ize the impor­

tance of be:auty in T;-"s :::'l3asures of ImG.c;i.n.a.ti.o;'l: 

AI~hC'_c;-,;, iI is c:.i:':i~c-c.:::t 'co ;z;-.O\V hO;,\7 celib(;:ately planned it was, 
tl,is C~O'J.j:2 d":,c.racI2:'- v::: jeauty r:.c.y 0,::; vi8wed as a convenient 
rr-.2~o:'-ical aid il1 effect::.::1;; t~e trats:.tiol1 i':O[:: the mere external 
obj ects of gooe:. taste (bec.G.ty) to the -:-.igher moral and religious 
excellencies of Lie (3eauIY). 17 

This passing attention 'c~,at Matsh givGS -ehe only crucial personification in 

The Pleasures of Imaqination is reveali,.g in a number of ways. 

In the first place, Marsh's belief that Akenside uses beauty as a 

simple rhetorical II conve:1ience" connotes his own lack of regard for the 

problems one faces in examining the rhetorical complexities in 'rhe 

Pleasures of Imaqination, 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 as signed indispensable dialectical importance. 

In the second place, Marsh credits Akenside with but the slightest 

deliberation, or poetic sagacity. That Akens ide should use the pers onifica­

tion "Beauty" in 0,,1'1 the most" convenient" sense seems incredulous con­

s idering his fG.::,iliar:ty with Hellenjc philos ophy and clas sical literature. 18 

17Marsh, 2.2.. cit., p. 57. 

18Dyce , .Q..J2. cit., pp. 58 ff.; Stephen A. Larrabee, Enqlish Bards 
and Grc:;ci;in Marbles: The Re liJ.tionshin Between Sculpture and Pomrv, 
ES'G8CiCll>/ in the Romantic Period, p. 84; Bernard Herbert Stern, The Rise 
of Romantic Eellenism iQ,.English Literature: 1732-1786, p. 16. 
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T:-:,3 L~'lpon::6.nCe "Co A.kenside of "Beauty" as the li:..-:k between man's percep­

Lcn of the world about him ane. his pe::cs:Jtion of the higher "moral 

excellGr.cies" reflected L"" ::latCG is evide:yt L, t:'18 fact that he retains it 

in the second version of t;18 pOS,1, while he c.e:Gtes many other personifica­

tions wtich are of lesser importance. 

In t;1e third place, Marsh's finding it "difficult" to know if 

Akenside uses beauty 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 locating 

the major terms of a dialectical progression in a poem. 

Finally, since Marsh hnds Akenside's use of beauty to be simply 

a "convenient rheIorical aid," and quite pos s ibly an unimportant one, and 

since beauty is the only poss ible synthetic element available to Akens ide 

in The Pl22.SUreS of Imagination, if such a synthetic element exists at all, 

Marsh's p~ain admission of its convenience casts suspicion on his hypoth­

es is tl""at a dialectic is an important criteria by which to gauge the final 

success of Akens,ide' s' "express ive, creative, mimic artistry." Marsh 's 

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

rhetorical aid" caus os one: to wonder further if there is even a dialectic 

pres ent in the poem. T';1is question involves two problems: what Marsh 

means by "diale:ctic" ur,cl what Akenside's purpose is in writing The 

Pleasures of Imaq:':-:atior.. 
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Pc,," o~ wha'c is problema.tic abot.;,t Marsh I s theory is his be lief that 

Ti2 Plezc.2mes of Imagination CeL..... be c.iscJssed in "terms of the apprehen­

s:on, expression, or creatio:-. ci some :z'~nd of supreme or transcendent 

r23.lity ar,d O[c.8~-. II idso ~roblo::1a'cic is his insiste~"1ce cn the general. 

irr:portance of Plc.tonism to'dialectical cheory, at least in neo-classic 

poetry. He appears to find Platonic idea llsm a species, at least I of a 

"transcendent reality and order"; and he claims tnat a poet's evoca~ion of 

a "transcendent reality and order" is essential to a dialectical poem. 

However, idealism--particularly Platonic idealism--and dialectic have 

r.o necessary ~elation to 0;18 anotl1er. When one refers commonly to 

?latonic idealism, he means Pleno's world of ideal forms and his ideals of 

111e True, the Beautiful, and the Good, which are 3. Driori. However, the 

c.ialectic, 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 ide:1tities 'in 

search of u:~,derlying differences, no prescription of truth is 3. Drio,i and 

:leces sarily presumed. Even the as s umptions of a truth are subjected to 

:he argumentative process 0: lhe dialogue, or "dialectic. II Thus, the 

Platonic dialectic is a dialogue and argument; it accepts no truth a prio!'i . 

The Pleasures of Imagination ,Akens ide notes in The Des ian prefixed to 

the poem, is r.ot directly an "argumentative" poem. One may see that the 

poem is no'.: stf'..lcrured as a dialogue. And, AkEms ide accepts a number of 
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truths before -c~'.e ~)00::. ever b8gi,.s. 

Floweve[, there is anof:.2;[ kind of dialectical ::_2(.~,oe in adeit ion 

;:0 that of the strict Platonic dia~ogue, and ODe mus: ='.;~lally assume that, 

whe:J. Ma,s:, mIers to a "c:.ic.~ecLc" in The P12esurcs (-'~ IrrlagL,ation, he 

-".as this Latter ty.)8 in mind. :P1-.illip Wheelw~'ight desc:ibes this form of 

argumer:.t as a "contextual amplification," r;,ear:ing tha.t ideas are here 

examined in terms of a larger idea previously estab lished. Whatever one's 

contexcual amplification ma.y 'na~)en to be, it must show both intellectual 

and vitalistic consistency i: it is to be a valid dialectic. Intellectual 

cons iste::cy involves the p:-ir..ciple of non-contradiction. If a propos ition 

or a premis e is inco:ls istent wixhin the frame of a certain contextual 

amplificatio:~" ie ;.''-lst either be renounced or reconciled to the main context 

of an established truth. Vitalistic consistency involves the law of pleni­

'C-...:de which declares that all aspects of reality are potemially infinite and 

are" always more than any theory can specify. ,,19 

In The Pleasures of Imaginaticn, there is no eVidence of intelle'c­

'cual 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 does he reconcile man's sensations 

with any reality beyond subjective respo:1ses much less with any moral 

order ma:.i:est in that reality. MOreOV8[, C-:ere is no eVidence of vitalis::ic 

19phillip WheelwrigLt, 'I':,e ~ 0= P:iilosODhv I pp. 58-61. 
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cons istency in ':b:::: P~e2.:":Lfes of Ir;;a.q~natic:J.. The eighteenth-century 

concept of plenitude forces ,ii.:'.:.3Eside, again, either to renounce some, or 

reconci:e all, teleological :?~opositio;,s. ::":':e fails to do so. He must 

either ir:clude all p~opositions a:-id, thus, admit possible teleological 

incons is tencies --whic;-,~c-~e eighteenth -century doctrine of plenitude does 

not permit--or exch.:.de so:-.,:e proposiLons for tie sake of consistency, 

wh'.ch is to deny true plenitude. Akenside does not renounce his teleology; 

neither does he reconcile in the poem :-"is two va~iant views of nature--the 

one external, obj ective, static, a fulfilled plenitude; the other internal, 

subj ective, dynamic, an unfulfilled plenitude. Hence, dialectical argu­

mentation seems 0.:1 unwarranted sole criteria for the aesthetic success 

of The Pleasures of Imaginatior,. 

The sta:.dards of aestheLc evalua-::ion that Johnson uses in examin­

ing The P183.sures of Imaq~;~,c:~ion seem more clearly established and deal 

more directly with the poem i~self. Adtr...~ttedly, Johnson's criticism of 

Akenside's versification rnay seem narrow .::Jecause of his own preference 

for the heroic couplet. Howeve: I his rer:;c.:ks regarding the imagery of 

the poem have never been questioned. The issue of poetic imagery 

involves not only the images of a poem but also its diction and overall 

form. Johnson finds ire.::, Pleasures of LY,uqination to be a labyrinth of 

vers e l\ concater,ations l\ and II complicated clauses II in which all patterns 

of meanir-.g t8Ld~owc.rd oj::; curi·~y. Since ":-.othing is distinguished, 

nothing is reY:1er:_~c;;:-cc.. IJ r.cr.. ~s is 2. seric"...:s c113.~0e again.st a poe:-:1 J for it 
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p{esur:~cs LO ll.tlve GX6.r:l11'"'ied a Vlor~:. i .....,i. t2:'-:-[lS of ~:"1e poe~1s craft and his 

i"elicitous choice of wcrcs. ;ohnson fL--..ds ~':-.2 P.c;asuY'es of Irr.aqi:1ation a 

highly unreadable poem prirr;ar'~~y ;Jecc"-.:.s e cfcho irnas-ery ::: tl-;e work. In 

order to amplify upon Io:-.:1s 0:1' s r8rna:-:::..s, A:<.er:s ide's us 2 of L'Y.agery ".elY 

be diviC.2d i:1to three categc:'~es for );.::.:-}oses of invesligatior.: his use of 

m-atorical descriptions, ;-..·~s use 0: a:1.8-':;0:y, ana his use of personifica­

tio:-::;. Each of these amounts to a main poetic vehicle in The Pleasures 

of Imacir:.a~ion and an examino.I:'o:--.. of '(i.e "'ch:ee reveals how loos ely organ­

:'zed and incoherent the poer.l, as a whole, is. 

In The Desion, Akenside pays respect to both Virgil and :Iorace. 

C.'i-.at he should do so is not unusual, for bo'ch deeply influenced the 

.:::'.ugustan poe1:1c generally by presenting it with a stock vocabulary and a 

p;-lrasal prcsody conducive to elevating language towards a certain ora­

torical magnifence. 20 Yet, wtile such words as resp ler,dent, Der:s i le, 

:incture, crown (verb), pro"jitious, and loauc.cious heighten Akens ide's 

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

effect of Akenside's oratory is lost in a ccr:fluence of latinized-adjective 

images wr,ic',j ;lave no zenith of emphasis. The following passage may 

serve as an exam:J'2. II has been called Akens ide's encomium to science 

? /' 
~ J:.:Jvvigil{ Durling, Georq; c Tradition in EncrHsh Poetry, p. 112;
 

Geoffrej X. Leech, A Linquistic GuidG to EnGlish Poetrv, p. 15; James
 
Sutherlanc., !i.. Preface to EiqhteGcth-CGmurv Poetry, p. 132.
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,." ~hrc, GO>' ~"c~ "''''''~'o-c'''''~'' '~y 21.1.1.l. l. \,::; .1. 1
:.:; ~.l.","--'~.Lll. ~u.L.U.... \'l~i.:::.t is noticeable in this passe.ge, as .in 

:.'.ost of 1:,13 P:2asures of I",c.c;~~l,"~~onl i.s c:-...:.: ):'2cise but undifferentiated 

~:escriptLon, the latinisms, and the ph:a2c.1. d:L'c o~ ~::.e pentameters which 

enjamb and lead one onwa:d th;:-o .......go the ~L;r,2s •
 

For men loves knowlecge, and L-:e :)e:::.rr.s o~ ':2ruth
 
More welcome ::ouch his unde:s"c::.:nc>.:,c;.," s 8ye,
 
r~>.2..n all the blandisrlr['J.en~s.of .3GL:.~---:'~ -.-.~s 3ar I 
r~"(1arl all of tas-c8 his tor..gue. i\o: ~'iJ8: ~!~'C 

T:-~e c2l-:':L~J.g ...~;::-~~lbo\,vl s v2r!'';'Cll-"clr~c·-=·\...·~r~ C. ':--~tleS 

r,'o me heve s~~.ovm so ;J~e::.:sinCi, c:..s v/r:c:l first 
The hand of Science pO:;-;::c::; o~t t;-,8 )Gt~l 

~n which the sur:.beams g-.eami:-J.g :;::-O.T, Ci"le west 
Fall on the wGtery cloUG, vvhos 13 cia:>:.s orne veil 
Involves the orienl:; and ·c:-.d.t 'c;-ickling shower 
Piercing through every crystaL.ine convex 
Of clustering dewdrops to tTieL: i~i9':it oppos 'd, 
Recoil at length where cor.cave all behind 
The internal surface .of eGcn glGssy orb 
Repels their forward pas s age into air; 
'i'ha t thence direct they oS eek n-.e radiant goa 1 
:?ro;n wr":.cr. cr.eir cours"" began; arod I as they strike 
1;1 differe;-lt lines the gazer's obvious eye, 
P-.s s ume a different lus tre J thro;J.0h the brede 
Of colours changing fro;n the splendid rose 
To the pale violet's dejected hue. (LII.IOO-120) 

Beyond the tribute to science, one feels sO:Dething poetic is 

c.j.:;ent. Thomas Quayle touc:,es on the r.ature of the absence by noting 

::r.c.t few poems in the ei0hteenth centLrv 

cor.vey, either in theff-selves or i:1 vlr~·-.le of their context, any 
of that rr.ysterious power of aS50cia-:::'0:.; which constitutes the 
poe'.::'c vc:.lue of words c.nd e:f.ables the writer, whether in pros e 

21vf ·:",,,, P 11 J 6C' C,"_c:> D}")t . f S' '0>' 71 S""~\T .;v' lldam owe. on",~, ~ 1\. •• 0. onc o~ clenc,-,. ~ L,_,-" 01. 
Scientifl c ~Clc;as and Imagery if. Eic,hteentl, -Century English Poet,,!, p. 152. 
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or V2:'"::;C, _0 ';c.vcy to ;-.:3 ~~2G.der deEcC;.~e shades or meaniag, and 
, n2

~'. "J'" , c'" d- "e l' m· ''Y''~': -: "'~ c. 'y r o cogn1' -, QQ' ., ',' d '" Dure C1' - teoa' ZS ucc,;j ""~: "Cl....l.u .... v .. ~'- ~..... ................... uL.................. £..c Ci..... c...:. .. ~ a •
~v ...... J. .. J.J. 

In the passage just quoted, Aker:sko co,,:,.veys no \I shaces of meaning. \I 

:\'0 line could be said 'co be ei'c:-,e:r more 0-: less impo:ta~1t in poetic function. 

Ir. a literal sense, the pcssage can :eac Lhe reader into an infinite numlJer 

c:' new des cript'iV8 reaL-:'ls. Out 0: all thos e realms, Akens ide choos es one, 

but for wl'1at re2S 0:". 'ne favors it Lom a multitude of other rea lms is anyone's 

gues s. The pas sage cor.tinues: 

Or shall we touch L,c.t k~I,d access of joy, 
That springs to eacll iC:.'~r object, while we trace 
'lr..roLgb. o.:~ its rabr"LC, WiSGO[flIS c.rtru.l ai~TJ. 

D:'s:)o3:';-.g evety ::=;art, and c;;c.L~,:'ng still 
By rr. ~-r~ ""'·r·.,,r--,co'·"d 1- er 'D"-'Y11'~""-"""~ r'''''Q~? (T T~l 121 125)

. ..i. .. ca.l.~ ;-;.UJ.:..Jv... L.. £,.1. i.. c.r.J.'0J. ... ..::...J. .. l..~J.l. ~ • .:. -

Akenside cannot lJe cr.tirely blar::ed £o~' tr:c :'evelling of word distiEc'Cions in 

~he Pleasures of ImaQ;~la.'~:'O:;' or :::or his )'-':S'-'.:';1g any point that ';-;e wishes to 

cover. As Bonamy Dooree has c};)lc.inec., t':',e language of poetry in Britain 

:::-;rough the eighteentr. ce:-.t1..:.ry l-.as no symbolic value, r.o hierarchy of 

meanir,gs, no discriminc.'~io;l OI thoug-ht essences. Imag-es lack reference 

beyond themselves. That w~.... ~ch is described is itself the symbol, the 

\I actuality of purpos e, of order, of divine neces s itarianis m. II 2 3 Throughout 

Ci'r.e Pleasures of Imaqination, hierarchy of word meanings is nonexiste:1t. 

22Thomas Quayle, P02tic Dictio;-;: J\ SLue'! of Eiqhteenth-Centu;:v 
Vas e, p. 79. 

')"J 

~ "'Bonamy Dobree, The Broken Ci~~ ,:,.'':T,: -L • ~ '-_; Clark Lectures: 1952 ­
:953, ~. 82. 
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Akens ide can do no morcc:-:a:. C:2S cdbec:-le effects of nat,-,re upon man .. The 

r:,ore r.-:ir.~"'.:c c:-'~ des cription o=rla~JrG I the more valid becomes his ~res en-

W -: r1 c.ta:.ion. r-L'~-:U3 I :-:~s :~c. .. t'..g-2 of voc(lb~la:-y :'5 .\...4. "-'" I for he s 2eks the precis e 

-o"ec~;v' i-a Q-"~~."._'" '-'''e T'~0.cC·-Q O'D' ie-cc 2<a J I...L. ~... ........~L.- ... ... ..J ....... \..~ ... •J ... c , .. ..::Jc .; \...
 

O~1e cc:.:.l.:"'~O-~ '...::-:deres t·~:'"'.-:c"~2 ~he of£"2 2:~ of- ~OCk8 S as SociG. t·~ ve trlGoryI 

upon Ake,;s iC:e. Locke's empl-:as ~s uporl :J,-ecis e C:es cription, h:.s chagrin 

over poetic fabric6:tions, and h-1.s ant'l.lJati'ly ror metaphor haunt every p6:S­

sage of The Plec-S"cres 0:: TlC,aqi;,a':~Gn for the theory demolishes all neeci 

for subLilty of langJCige and obviates the need for metaphor. 2S In lclri;e 

measure, the theory of associatio.'l becomes a guiding poetic principle 

in The Pleasures of Imaqination which allows Akens ide an infinite amount 

of freedom to proclaim oratorialy, through description, the moral nature of 

a;ly object or thought which he feels a des ire to des cribe. The following 

is .;ker:side's description of the theory of association. The passive phrase 

II]} char.ce corr,bin'd" implies a lack of pattern, or concept of pattern, a 

lacl-( wLi.chcharacterizes the poetic structure of The Pleasures of 

:"laginat ion: 

For when tte different images of things,
 
By c::ance cortlbL-l'd, have stn.:..ck the attentive soul
 
\Vi::h deepe:- i;~lpulse, or co::mected long,
 
:"::-ave drawn her frequeni: eye; howe'er distinct
 
Tr.e external scenes, yet oft the ice6:s gain
 

24,,, ',..' H ~~ ~\r-,· 1,~ ,,~ N"'···~' ~"~' .. '~thc:> M - 40lVlafJO.1e 0]-1<':: .".CG.;:,O'l, ,,"Ieu .• L.J'.:..,nanQ~ ---'::::...lu~e, p. . 
r ....
 

L;)"D t L T·r '. '. .rn;-- -, ~ -- --'..r~t''''' 1\.~ ::'Y1~ f G,- Q
rl~rnes ee UV",,;;,Gn, ~ lille>".G LOd as ::::.. lVlC,... ,:::' 2.::. 'lac,,-, 

pp. 75-76. 



18 

.~ , . ..." -', +- +, c,1- rorn ... l .. U\... CO:1j G. rl ~>~.~ C".-: ,--,~2rr:.c~ ~ L. .... ,"-' I 

f\.:~.. C. SY:-:1~)atty url:='.tc~;_c.-... .L---'3t ~."""G ::~:'l'-'.. d 
:~ccc.ll one partr1l~_' G~ ,_.-~2 vc::.ricL.~ ~.C'-.'J"~2 I 

I:~l::1ediate, 10: ·~·:-_G 1'_:["1 cG';-lfec~~:~_ doS ~-'Lse, 

l~:1d each his fO;:112f Stc.t.-LO:1 st::~~.~ ..-.. ·~ ::2SJ:~les: 

0::"2 ;f;.OVer..12",,'-'.. t <;overns ~h2 co:_s 8;~~'~~lC' :':-l:O~g I 

-,-D;o.~-..d a.:~ 3.t O:ice \/vith rosy plec:..sLre s'hir12 I 

Or alL are sacden'd wit1-, the gloo:r~s of care. (1.111.312-324) 

fO:- a ;)oe;: r.:;-;-.self to leave too mL;ch to "chance" invites disaster for his 

e::fons, even if he intehc.s to :llustrate a teleological pr:;'1ciple by means 

of description as does A:Z2['iS iQ0. Des cr:pcion witr.ou t pattern cons titutes 

a l1=lowery labyrintrl. II JO~lnsor.. ·2 ... ~'"'{lark ti--:c.";: rlctfllng distinguished is 

r.othing re:r18mbered seems par'ciculc.rly <;e::(~a;".2. The union of poe;:ic 

description and theologicc:.l justificatioYl c:.:te:r.pted in The ?lec:.sures of 

Imaqineticr. costs ::~-.2 ~Jc,::;:n a besic coherence. The poem is unintelligible, 

not becaus2 Akef'.side's :::;urpose is too vc:.gue, but because his purpose is 

too clear. I-L.s desc[iption is so all e;-:.compessing as to leave the mind 

wit:10ut referent or orientation. At the sa.me time, the phrasal oratorical 

qua lity of the lines in the poem is so heightened c:.nd uf'Ncried throughout 

that one's ability to ccmprehend what is said is hamperec.. Bow ir"portant , 

or functional, Akenside's descr-:ptive passages are is betrayec. by his life­

long struc;c;le -co revise the poem into SO;.'le sort of coherent wor:<- of art. 

-, '"""\ rlThe fact :r-;.c...L. l--..2 "L.~i3C to fevis e ~~lC poem c.... ~ .. U that such a revision e~1ta.lled 

a massive rewriting 0£~h2 original P02~Tl indicates that as a poet, he was 

apprehensive over the artistic, c:.s well c.S :11e philosophic, SUCC-3SS of tr.e 

work. Beside the long d2scri:;::':'~vc ~ass0C:;2s which are sheared f;-om tne 
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poem ~r: the scco~--.c.:. \/0:3io,,":, two oth:::x ~')oetic devices seem, initially, to 
~ 

he. ve s OC3 importance '':0 t:-le s tructurG z:.r.c.:. content of T~",.e Pleas ures of 

:_-_~~'lg:n:,::.ion. However ,ehei: rc;-:-;oval 0: er:.e:.dc:.Lon in the second version 

of the poem spells no serious loss. 

The first of these d"eviees :s -::118 al12gory. In Marsh's view, 

)'ckens ieG' s numerous refer2~1ees -~r:. -ell;:: )02;:, to dieUes is largely a cas e 

of fo Howing convention; :'e gives ::oe:-:1 .-:~':~G attention. They II mayor may 

Lot have any rea 1 theoretical si.;:.~::ice.nce.II 26 Vvhether or not dieties have 

a ple.cG in a dialectical theory, 'I'he Plee.sures of Imaginction is l';.;:ere.lly 

studded with them; and a large portion o~ the first version is comprised of 

the allegory of Harmodius which Akenside uses to account for the appear­

ance of II Genius II among the human race. In the second vers ion of the 

poem, he drops the allegory. If Akens ide did not find the allegory "dialec­

tleally" useless, he appears at least to have foc.nd it to be a rhetorical 

obstacle. His problem in era:)loying allegory also resides in ::he vague 

nature of the truths ll.e wis hes to pres ent. '='0 evoke an interes'i: both in 

the characters in the allegory end in the ideas which they represent is an 

effect necessary to allegory in which a cer'i:c:.i:1 structure of ideas whicl, 

exist beyor.d tte confines of the story must be presented .. Akenside offers 

only a vClgue st:'J.ccurc 0-:': such ideas. He works in a vacuum when employ­

ing allegory, ::or by the eighteenth-century the metaphysical essence of 

26"',_'f_"",'-'r . 1 0
.'v:c..::-." 2l2.. Cit., p . .1.3;:;. 
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allegory an.d the CO.'"E)c.Cl: ior;.~s 0: )8rS on.ified abstractions are but pa le 

res emblances ;.Y::~r,2~r rorerunners ~in Piers ?1 c\v;'";;an, The Pe.erie Queene, or 

Th8 PiLC;-r:'T: I s ?;~Cq;'"c:s s. Michael Murrin rer:'";a:.:-:<.,S 'eha t, by the eighteenth 

century, allegory :.ao moved 

... from a prophetic ;:'i:.OC:~2 ir!to~r_2 o:'-2.':c:' s nor:na1 mode. Poetry 
no longer stirred man I s rr.e;no:ies a:'"lG. ::'"2Cc::.: led to them their true 
nature's; it ::::.leased their minds. '~t did not change men's lives 
and create new thoug-;l:-[nOQes, ie iniormed one's manners and 
morals. 27 

Akens ide wants Ihe ~=-:;armodius c.llegory to 1\ inform 1\ one's me.nners and 

:norals; but sinC8 anything can "ir~forr::." one's manners c.:nd morals in The 

Pleasures of Imagination, its allegory has no distinctive function ar.d is 

no more essential than many of its descri:)'~ive passages. Vlhat tr,e a11e­

gory of Ha.rmodius repres ents is r.ct es tab lis hed within any clear context. 

1:1 the second boo:<. of the firs t vers iO:'1 of The Pleas ures of Ime.gination 

where it c.:)pears I Akenside discusses a number of topics. He presents 

them in the" argument" affixed to the book; he pres ents thes e topics as 

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

result of a separation between "the works of imagination from Philosophy." 

He then w'tshes to make an "enur:lcration of accidental pleasures," the 

"pleasures of sense," the "discovery oft:l:th," the "perception of con­

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

27,,,· '" ~l M''. r'";'A c;""r 'Jr<1 :: 1'11" ~'-,. S no."" T\T~.•. "~~,,, ~.-' "'1,vI1C,.ac: • lU.~ ,:,/ "=-'~ ~ Q..::.. ,·\,.cc..:Cfu, 1. 0",<::: ,.uLC::O LO.vG.,C1 ':: 

rr;r;;ory 0: Allegorical m--.c::ric.:.-.:::.. I~.e Enqlish Renaissance, p. l76; David 
I-lcxbert Rix" Rhetoric in Sner:.::::cr i Poetry, pp. 8-11, makes a sL':1ilar:; 

point. 
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".:lllegor-icd visio:l" to illus::ra.tG ~",;ow "r:c.tura.l p(~SS~OL':: }lurtake ofa 

pleasing sens3.c~0:1." -flow esser:cial }"kGnsic.e ILlcs "C(.c :-Iarmodius allegory 

is indicated by its conspicuous,cnous:1 fortunate, absence from the second 

vers ion e,f :'h8 ?leas Lf·2S of Ir:1ac~:r'~atio~. 

TriG p2tS o:"..-i.:~Ca.ti.Oi1 is ;c~le othG: ~-:~~~ 0: )os'~ic dev':Lce 'L::.. r;rie 

PIGasuros of >lagL_:.ation. Ake'.-:sicle r;;ives certCli~1 characteris;:'.cs to such 

1" ~,-,' '-",figures as Beauty, Fancy, ... ......, ,-_v~~ Ear;-::ony, Nawre, Truth, Virtue, andJ.. I 

Wisdom. As characters, they r::.ove t:-::ough the poem, but there is r..o 

Cirection or pa1:terncoc~--'GLr :.10ve::-.eccs. A:zens ide als 0 alludes frequently 

to a number of myt:-:Lc61 and religious fiSl...l-es, such as Euphrosyne, Lucifer, 

Memnon, :tv:::it:h;-a, th:::; Tv~uses, Nerr.esis, Phoebus, and Zephyr. What 

characteriscic each of tc-iese is to represent is often unclear and each of 

them moves also t"nroughche p02m with little direction or pattern of move­

ment. A 1o.:ge PO:::'.. Ol~. of ":>_2 ?lcc:'.sures of IrEa.qination is a retinue of these 

abstracl:io:-ls ar:d r:;y·c>.ical ;-elig'L':YJS fisu:es v';:1ich attend to Aker.side's 

numerous didacLc c.er::-:'.l-.C.S. QL:..J.yle :-c;:'.G.;-;zs, "or'. the whole it is clear 

that Akenside's abstractions and perso;l~fications are usEd simply and 

solely for r.lOral and didactic purL.)oses, and not becaUSe: of any perception 

of their potential artistic value. 28 Nevertheless one shou:d not conclude 

that Akenside was obliviouS 0: ::le artistic value of personification. r" 

reality, he is tra;;ped into using it because it is the only poetic vehicle 

28r,.~~,~ lr.~ __'..-- it a,,-<!u.CJ.'j.c;, ~. c ... , p. 13.:;. 
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:0: his teleology. It is dso l..-,-:; c-.ly structural element which can possibly 

unify the, myriad of d,=,c''t;'"'rr:v'" :--y-~il '-~. '-i-~~ :Jocm 29~... .i.. C 1.1.. ..L. '-' oJ ... _ ...V ... v ............. L ~ 11....... ... 1",...-.... ~ •
 

Yet, AkEmside mUSl: have felt u;,co;:.:::c:caj~e using personifications. 

Perhaps they were too general in r.atu~·2; )o~-:.aps h-:; co~lc:. not believe in 

tllem. Whatever the case, Sir Leslie Ste):.2~' :.ctes -.:1-'.o.t in the second ver­

sion oIc:1c poem such personi:ficc.tioDS c.S I;Ge~-"~L.S cf t:-;e Human Race," 

"EapP"~n8SSI" I'Virtue," and "1~e:;:.0:s8" aTO "SVv'2:;Jt awc.y" so that Akenside 

C ~,.., ",,~1-,'lO~oD1-,l'ze ~- '.~'~ e=>se "j'J... ..1. l-Jd,... .. d~;;j • CC,-.C: pe:sor.:fied figures, such as0 ;:" 1.l. aL u 

"Wisdom's artful aim," and "Fancy's cazzli~".g optics ," have little ffiota­

phorical impact as Akenside uses 1:':1e::1, beca.use they fail LO evoke 'images 

and are more descriptive of thoug:/c processes. He can afford to drop many 

pers onifications from the s ccond version oi The Pleas Ufes of Imaqina tion 

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

of 'ihe Pleasures of irrla.qination is his use of personification: in principle, 

it is indispensable to his didactic purposes, in poetic practice, however, 

it is quite dis pensable. 

Norton believes that Akenside is "trapped by his dictio:;" in '=':-.0 

Pleas ures of Imagination, becaus e his language tends to be "metaphorical 

in describing both the natural event and i.-cs effect" on man. Norton, then, 

2S·.-.-.-............. 7\ . .4-' r1'"1h"~ --:-:-~ .......···-:'rr r -:T:-";-'~ ":CIl D r·l.... · . Ei "n ..... QQ"<'""\-T-./"'

;v.L. i-l.rL110S, 1 .. <::; LL._.~c,,_,_,e or .\L_~.rG esc.lvt10n 1n .C; .. cc:;c:; •• " .. ­

Ce:"lturl ?c~;~:v, p. 17. 

")'" 
v '0----' ',/"' T r~), 1'0 S+. h.. ·--"'~c·'-r·- J: i:'""",, l' ~ T1 -'If-' th'~J .• ~,-,S.l,-, LC~p .. en, d,~."j.y 0-'- .Ld,L;L1Sn 10Uc;,.L 1n.....:..:.::::. 

:-: ,r),teC:-.':,1 C::nturv, II, 364 -365. 
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~ ; t~ <- t' -,'r,~~" ~,"'r-~~"','_ ,'e, "~'''. ,.'." '-",.',.~. "(1 -1'"T 7').-,o.n;:, LO ne 8Xc. ...•.J.'" v~ "'.I;;:c. ... ,,,cvL .. c_ JOy . L. 0 as an~ ..~ ... ",_0,J~ 

L:_~str.:ltion o~ ;-;,ow ,_LS (,:':t8n hG.-c~ to ;:.:.oVJ W'r,(jt:18: Id<'8~',3:de s)oaks d8s­

c:i~tivoly or metaphoricc.lly. Eo conC~:_cles to obsE:rv;:;c:~i:i'C ";:;-;e result can 

;:'2 ••• som8 kind of circc...~Gri'cy 2.:-.d if chic; s)eaker r8::.c;~:.s L~lc.\tvares, he 

, ..ht 11 'r~1',=, th t r:ooC' ~S' ,-i: ~'Q ~<-'~i,." 'r",-~ ,,31 '\~rt ,.,'"Q!Tng. we .. cO.. v,UCI;;: .a l.e ,."",J ,-,cS c• •o",a ~ omeL" ...g • ",c:.L. "" O. 0.1 S 

criticis!n is general, but he hel;:)s to 8xplain why 1';-,8 ?lc;asures 0: 

Imaqination is sue:.. a difficult poem to follow. Expansion of mcc:.:ling 

( "" t "'l-, ..... \ ,-.. ~'"'\ d .. .:"'Y"'/'.' .... ,-" ..... ~ .:: ......r ~ -, ,.... ~ -,... (1 n - .' .r- . -.. .~ \' , , 1 -... . .:... Q -..' +-' r'de apr.o, J ;lLd,cC,L.on 0.1. :.. ",c:. .. PUlL agalns l. Ge.c:) OLile•.C". ~.;g Qc;scr<Jc.O~'J 

Al(;10Ugh Norto," might t.end to reud many 0: A\o:..side's descr:pLoLs o.S 

possible metaphors, one could argue thG'e A:<:e'..:;ide coes not ir.'Cc;:.tior;.ally 

wis h to des cribe m81:c.pho:icai:y, b-lt simply to cies cribe, ror ul'cimacely, 

there is no referent in The Plee.s ures of Imagina tion except God 's" un:neCiS­

uree goodn8s s ," and the poet 's ces i[8 to "paint the fines t feat'.lres of the 

::.ir.d, " that is, to describe poetically as ;-.-.J.ny natural "prospects" as 

:-'.ecessary to illustrate an ethical a:;.d benignant divinity. If o;.e believes 

t':-.c.:: the presence of suc:, a God is to be noted everywhere, proof of :nis 

existence is lL"itle3s. 

Tr.G following passage is the one referred to by Nortoe. ::: is the 

quintessential example of bewildering explication in The PleasL:fo3 of 

Ir:1.agina tiOD: 

By what fmc; tiGS hath God conr.oct8d things
 
W"n::.:n prese;;;: in the mind, which i:11:hemselves
 

31 N o:-ton, C"TJ. c:... , pp. 373 -3 7"~ . 
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I-Ia \/8 l'..O CO~;'~~OC·~·~G_--"? s·~:~: t:.. 2 ris -.~0 sun 
0 1 

::::.,( ... ~ .. 2 c2r'J.locll CG~-~\/c'X oi tIle sC:~:
 

\\' ·~:"l equal ~rig11 tr:2S S <J.~"'lc:. vvi·~·h 2:,_ -.lc..~ \ ,<~::.11t h
 
?vl~ght rOll his -;''..o.y C~:J;:lV~ y2c ~:,2 Sv~_
 

TIl.uS ~22: 1-:er £;c..:~.. e c~{)a~--:.c.2d I c~~ ~_ ~-~,~: 90V1ers
 

Exult-ir10 i:l t:1.2 S~Jl21'lc.or s1'..8 be·Lc.~(_~;
 

IJ·~.~(C 2- ~lC'--~l~;~} CO~~ci·J.cror rnc"J~~CJ tt..:-cu(jrl '~}le ~Jomp
 

O~ SOt~12 -:~~:'.J.I:--1P:~~'c~ day .. \//1-:8['1 join1d 2t eVe,
 
S0~;: r:__ c':-:",,:':,~".::>; sc:ee.ms e.:,c. <;e.lcs c;E ge"tlest breath
 
~\/~8~0~-~:JS =:)·~~.. ·_~,:~~-.- .. cla 's vvd.~<'8fu·~ S-~[c..·~::'
 

.l.2._t~~2:~-:'~~2r cou~c. not mai_' s dis cO~:_'~~-':'0 ea:
 
~l-~toug(1 C'~ 11 its ·C cnes t'~-_2 s :J:nI)c..-:h~/ ~~u.~-s '...-. e:
 
N or- yet this breath divi:.G ef L(1)',[121es s joy
 
Steal thro' his veins aLe: L,n 'c';-:8 awakc:','d ::eClr"t,
 
Mild as the breeze, yeo'c rc.~JtlL-O:':'S as 'che s eng.
 

But were nOi: Nature sti~l er.dow'd at 1a:"ge
 
WHh a:l v.Jhich life requi:-es ,::~.1O' unadom'd
 
Vvith SLC.' eEchantftlen'c? V/here~G:e the~'1 her for-m
 
So exc~u:'s:~ely fair? r18f breo.·~-~-l perfum 1 d
 
V/ieh SclCr. ethereal sweet,.cs s? \lVh2Dce her voice 
I:-::EO:-~~1 i ~ at VJ~ll to rais '2 O~- to de~):es s 
T-~~8 i::1pc.3s:on 1 d. soul? cD.d \\l:lsrlCG t:i8 r002s of light 
v"/;__ :..ch 'C:'.us invest her vvi':}-~ mo:..-e lovely pomp 
~~Cl2.rl ?~~"'.. cy cari des C:~j2? \/Yl12Y':..C2 out frorn Thee I 

o source divir18 of ev~~~-£lGwi~-:s love, 
And thy unmeasur'd ,=ood;;2ss? (LEI.L162-489) 

This passage heralds !":";"8r.side's poetic c.bdication. He is unable to con­

nect "things." There '~S no referent in the :Jassage, save God's "unmeas­

ur'd goodness. II Metaphor is Virtually ext~nct, for divine necess ity, 

order, and pL:rpos e are explicitly des cribec., and thus there is no need ror 

symbol which r2QiG.tes connote.tions and organizes experience. That 

described is :hGL: VJ~lic:1 is. :r:,ages nC2d not coorcinate. TI.18 moon could 

rise as well e.s <:;-.c:: scr.. "':'L::ir.;" code. be a present participle indicating 

the ste.tic nature 0:::;;0 Sc.~'"'. c,:." ~ phase o~ ~~.2 e.c'.::·~vity, perhe.ps ;::;0::-1. It 

1 "..., --,-.-.could shine as Viol: .............J v ... cerukan :Jec..\::: :Y;: diste.nt mountains as on the
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convex of 1:.18 s Co. r.fhe soul II O).::J2. tlC3 .:-:,c swell is ins ignificant in 

:)~-opo:-tio:~ '.:0 ;:'-_2 c.ivi,~e cxpc.l1sio,. dssc:i;=;c,::.... ~:J-:.i:cmclCl makes a cameo 

a:Jpearc:~~;2, \:1'"'_c~'"'~ c,,~sc.ypears. ~\.2~erG::-i.C2 'CG _.. ~,=··~~~t G.r:.~ ~::2o.th are ubiquitous I 

and prescient of the li:riits of :i~e~-ol c2;:;c:i:):-ion in 1'-:1e ?lcc.sures of 

I::--naginatioll. 

A;'censide's use and I2.ci:e :-eGlovc.l of cescriptive pc.ssc:.g-es, a11e­

£Oly, and numero'us personificat::.ons ::1 r::1e Pleasures of Imc:.oination 

i:dica-ces the near-amorpll0us structu:o of his poem and reflects the 

;;c:,:alys is of -::;:.e Auc;ustan poet1c c.uri:~g- the mid-eighteenth century. Yet, 

t:,e poer:l is rev21atoly L). a number of oC'1er more generc.l and important 

"'lays. For example, the L-lc~uiry whic;-. he choos es cO [;1u.;<.e into the source 

of ma:l.' s pleasurable s ens atior.s mlly Uj,-:tilc.S :cs t:'e philos ophical c.ilemmas 

of eighteenth-century thought, r.:::veals the a~njic.;uous nilt'J.re of the 

Augustan world picture end t:-~e moral assum:;Jtions derivec: fro~-:l this view, 

and exposes the widenir.9 c12c.vas-e b2tvv28~, man's sense perception of 

tfle un:'V8':S e 3'Cld his i"C.t2l~2C:~~C:: capcC'~'~Y 1:0 define I categorize I and order, 

t;:e effec:'s of his sensa.:ie'.3. P.~ove aE, :r.e poem makes bmtally clear 

·:;-.8 inca)c.city of the AuC;'Js ~2.::-. ":-,o2tic d'~ction, as Akens ide us es it, to 

cO:lvey L:i...oug~--:t throug-r: CGn;-:otatio~1 and sy:;:bol. 

T:-,-8 ~~lc·:-:.s:.;_r2S of Irnaqi"[~ation is ClD Gxample of poetic lang·uaC;2 

c.;;proachi.:J.g t:':-;c: ~)oint 0:'; non-expressio:'l. ~;: is no small paradox that tr:..c 

::-,oem, i:,; :-(;\)':;2:. ii:'lg so little, rev8e.ls so much. It s eeIT.s to dis tend £1-e:,: 

its own rr.o:eric, turning and tvvisling age.inst its own moral and poe;:ic 
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£i;-:'1.3f. So muc~i""'... c;·c~': G~"'~ ~,,~ trie V/G~~~~ t:1G.-~ 0'{'i.8 fLr:.c.~ ~t di.~~~cult to know 

8X3.ctly where to begin ='~-i oxc.:cr"irlG.-~io~1 G~ '~:'13 poem. 11: ·~s tradition.ally a 

vaitab13 will-o-the-wisp La c.~".'J fc:.ll literary anc.lysLs. ''!2t, although one 

may discover '.:_~_c ::;curce o~ a.-:. 0:-.1.0:112, one may yet ;:.u:v31 at <;:-:18 sheer 

preser1Cc;, -~(:e V8-:"'/ ~)(-;~-IOrrr~d.rlCe of trJ.ct en:'grn.a. rli~e ?:~22,sLreE) of Imaq:'n.a­

ti.o::. does 3X-~St 1 .3.~.....c. -if the poem is not a very c:,c.:rnir.g work of art, l.: is 

a.-n interesting 0::-.8. The sourC8 of 'chis int8:-:::;st: r:.ay be tre.ced to A:ze:-:.side's 

::-aradoxicai concept of r,ature c.:,c. (,is r:e2: '-.:~-_svverving allegiance to John 

Locke. Bot11 are res:Joll.sib13 fo: J:::~lG p2rdc.G)-:·~cc..l formless certit-cde of 

Akens ide I s ideas a::-.'=:" t:-:8 u ltirEoc2 incoherGnce of the poem its elf. 



C~~Il".~;-: ::::J, 

rI'O :J=LI?\[E[~~:'2 ~;SAr:'"~j:\.~iS F01{~V~ 

It is G:£ficl.:.lt to iSO~~"~,2 G~:8 ~~'lt0:lcc~ual as)8ct vI u I)02·~'S [[lind in 

the eig-htee~---.. I:~~~ c2r:·~--:ry, for :-.. co.~~y 0.11 :Joe.ts are govc~ried by theoloc;ic I 

moraL :::c.:;t;'e'~'cc, c..~~.c. sc:entif"ic principles. Few 0~s2rve any divisions of 

the> ir:~o"~~- 32 AUGu"'t-~"'" '~ce>t'c i~ ~'o" c ;V---;Dly ""'o"'tic d':c-i-'c""'·· it;sCC"_", i1c; l.Lv .. ~ ........ \....-,-. ......l ............... ':j ...... L.GJ. .......J ...... 1 U l..1. '- ........ .I. .. .I...r.. t!........ J.. L..l. .t..1. I .I..
 

........ ·j ..... o 1.,~'-'yc'1,....,o_·:··-:\,-..1""r-~""'-:J11 ·(" ..... ·-"',.:::,·/"\c1a .... ~i·rC'. t133 rr'h~ oiC~} ...'.i·-'::l.er:-:-;""-C':J·r'\T'Llr1y
c_.:::. •..,I~ ... .:J .......... \..".vU"U'::J~\"""GI. ..... v~" ............... 1 LU ... C. ..... .... c ....... .I...J .. J. ... c .I.1.o .. .l 'C= ...... 1.0
 

Hphysico-theological nomenC~c..t."L:.[211 (lS y::"csG1J.ted irl Tte Pleasures OT 

Irr,agination shO'.lld seer:, l:O =e Let at cc:.c:s I b~'~~n compliance with its 

poetic vehicle. =':~ovvcver I tr,e e.~.:;o,:; :tc :s true. Thought and expres s ion 

dre not in co:n:::o:cc;:)~e complicnc8, but in sharp c:.ntas-onism. Ake~,side's 

~02m is imp1icit~y c:.n epistemol09~cc.~ in.qu iry; for him I poaic expres s ion 

is J pe:-:'1ops uninten.tion.ally I relegated ·~o an auxiliary role in The ?~_83.SUreS 

:-;-;, Im2::--;:J,:ion. The pr::;-lc:.cy of pt.ilose)~ical invesIigation in tr.e poe;-0 

:s an exa;,,:,,:)le of the wanirlg in::lue:.c2 ci liL:eratt.:.re as a soverei<;n hUr.1an­

iStic en'[8:,,;;:is c d'u:ing the eigr.~2e;1th century. Implicitly I the syr.,bolic 

i::'.tentior. oi t::e p::-evious West;:;:,,':'! cosmologies which registered universdl 

'J 2 , ­v DOY'lrilr' "c,'v';,:, PL:~l't"1 c.~' T'1C~L;(-'"'' ;','1 ~1-'nql1'c:1 vC>~c'" p L2.. .LO \....0. i....)L.. ... '-' I _ -.1. ~ 1...../ ~ •. ;~ ~ ..:....:..:. oJ..... L ........ ..........1. ....... e; I ......
 

'J ":;. 
~ ~vCooifre:y r:."i :":C)ts on I A~O:L1S La:!. S~~~_' c>~os p. ";to.v I 
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,,-,,";" -'L.~uI(1S i(~ .... .1.'-; •• I..,~~. _ '_ ~ ~ '-' .:,.-..:,s c i. ou s r .. c s':': G.::8 I.......-L... ........ '-'I....... ~;.to question in T--.::-; Pleasures
 

of 1rriL,: '.' ~ though 'ete ·-.:nco:,~:':ortC.,:;_0 i::.c~c:·.::'·y is hidden behirld a veneer 

of typica~ eighteenth:-century o)~i::;is::_. ;.ke::_C:_~2'S ve::'j concern with the 

imaginative pOW2::'-;:; or man and ":.2 S o~:ce of ;~he'~: c;z~::: c_,--,ce revec:.ls a 

maj or cle~ \/c.c;. e :. Y"'~ e ig-ntee:ltl1-c2l-.·~·~~r:l·-,='::'CL~ght . r--, .-~e ? lee.::: '.1'.;.- ::~s of I:naqincIion 

illustra.tes t1-:G 8I::2ct of this clea.vcg"o L:~)on the P.ugustall peetic. 

Tol-::'1 F.::':"f"J.Cs d2:3CriDeS -'::l2 )e::icd of ~'lrne ~:.rl wh"Lc"b.. P...ken.side writes 

The Ple2sL:r::;~: c-E Ir;.~acrirl2.-~:o~-_ c.~ 0 'Cirr_c \'/~-.. '2~-_ s~l::.-::hetic philosophies I or 

ontological speculations J C.re c;:;~vi:;g g-ro-..::.d ;)(:;£0:12 the analytica~ scie;,ces. 

He compares the passir.. g- 0-:' syrl.-cl:etic ~)~~ilcsopllies iri. trJ.e eigr..-c2e['.. t~ 

century to a similG.[ C:1c.:-_~8 ~~-: c.:.;-: carher ·~~;rle in Western thought wr,en the 

sY:1theLic "2:c"[t.2~-.~;:;.~~. ~"-:i los opl;ies decE:-.2i tsi:ore the analyticc:.l s clences 

•. h Al ~ .0: 'C e exa nc.:lc.. i .. S . :r:. both per~ods of :iCle I :1e notes I the specializa­

tions of the a.nc:lyticc.l scieLces 

• 3~;:·,:.:':·~ec. ::10[2 t:1C.'-l 0. disi:.clL1c.tion i:O work in the interest 
of ):-..,~oso)c;icc:"l SY[.~:12.3·~S; i: ",130 ;,10cL1t that such effort was to 
some c:.C;-fC2 i;-..~)o~ ~ ..'):2. --;:'0;- bu~:-. )C;-~oc:s in history the ort:'odox 
syr1t~~GS~S >~-:i~ D:()~(2 ..-: c..vVV~·-~1 ~~'1d "C:J.c.~--:: \v=~-::- 0. faiLure of belief in 
an innace )'J.:::)03 2 c;:;eve:;.:.·:.,;; ·~:.2 :::;:002.3 s cs of nature. 34 

..... the eighteerlt>.. C(:~::l-:"~~~Y I tDe s:c\:,:-ir..s- ~~'~_--:~-2 of be lief in telcclog':'cc 1 ~.~[-

::-cse en:broils Pl.ke::.. siG.2 i:-1 t118 :-1-:6j..):, ;::~~0so:Ji~j.~cc.l issue bet\Vee;-i 1::-;'2 1:::--:~e 

0: :;)escartes and the time of Locke. 35 '1.'"he issue concerns the nat'J.f2 0:: 

3~Plr::los / cit. 82.c~ . I ...-' ~ 

3S:2.~~ ~<. ",'"Ic.ss2rr:lo.:1./ rl~.8 SU8t~er J~aD_ouar,~~:: C:~~-~tical R2c~c:i~0-:3 l.-i-= 

N eo-Cli'~.:: ~~ J. ?C:·-~~:c..:--:.tic P02LlS / p. 11. 
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~.:2 rcl~L~or.ship belwee:':. :.-.Ci'ctG:- c:.l'id Ii'.;:; -~:::r::ateria1 rrli,'id c:.:d whether the 

---,"--0' -ye'" -~~V'" "-\, v~-!'c-! lrY"owle_r'ca 0-: "~CC'-- rv wCly 01- -:a1e-a' 36 We~"e-'rn"r 
.L ... L..Ll "'-"Co. ........ .L ....... I"",... L...~j c... .. ~ ~""'L'" J. U:;C; .l- •• ~'-- ... \.. .......... ,I..../... '-- J..;:;'. ;:jl..
 

~::OU<;ll~ r_c:.s nov.:::: u"tangled '~his spis te:-:;olc;~ci:.~ knot, and s orne philos 0­

.,.-. ~...... C'l ~1 -~ :- yo...... .: , ~; -. 11 1 .:,.- r ~ '.,' _ 1··..:....., ...... .L ~ ,~ ' ......... " -:::::. 3 7 7. ~ r Q c:..., .....
 .".,,,,rs "aV,--, .. cS.Lgneu c:. nope ...1 .~~o"v •.." en" l::>",~e. A:,-",n... 1Ce, noweve1, 

is living in a tir:-:.e :e:note =:0::. f:.:c; adver.~ of :'nnur.lerc:ble philosophical 

"isms. il He canr.ot deny '~:-,-::' :-c~:-~:y of r:'latter becaus;:; to do so is synony­

mous with denying the reaLty of Lature, w-:,-~ch, in the eic:;-r:':ee:lth cen':ury, 

is tantamo\.:.nt to intellectuc:.l sc:cide. As e. ):-.ilosopher, he caL':.O: de:.y 

t t ... e d ua 113::1 aris i ~1g f:Oftl Cc.:~~ 2S iai'J. re.-c ~ G~-.c:.:~.:. ~-.~ c. ::...d th e Britis r... Gl'":'lp ir-L ca1 

speculatior.s of L;2 C2:-.'~:..:y; nor C2.n 'he tc::n i,is bade upon the i::-;;)ac': w:--;ich 

t[.. 2 fir.dir.;;s of Ga~~i20, :i.\ewtol', and Harvey have ror the classical cos:no­

logical S C:-.8:';25 0::: ~:,e ;.1edieval a::1d Elizab2the.n ages. As a poet, 

howeve:, j\-:'eeliside is consciOi..:s, c.lso, or t:aditional classicism, its 

0:lto1ogica1 herita.ge, and its eig-,-.:eeml',-century neo-c~e.ssic aesthetic 

scion. To discard a deeply seatec. li1:erary haite.ge is e.lso intellectual 

suicide fo: ;:~iis ;-~8ritage providcs :.n.e sY:T,oolic fo:ms by which \Afestern 

r"'~ ~-.~ ......-."rr -',....-.,:- .","1,\ ic',,-,,·A, ..... ·.!:·e' :~.'.-. ': ..-- ~-' . i 1-' a...":'Id 11':' to: -::J. ,~1-=....... -,-..~j.~
 ...cn "aU. .".~V~v_::> ~y • cLel .. l~a ,,_:.0 ".lC~V1QUai co c:C .Vc S", 1. c.S WC:d 

as the \~v:-~ol.e c: :..:n:versal eXis-~2~lC8.33 

,,~ 

0;:'\/,/. von Leyc.c;~-"J ~'"';\/,~-~_:_,;n"~;~..-~--::=-;lltLlrv IvIet2ohvsics: I~;.~l 

:zumin2':ion of SOTe; ';'J~ ,:.-. Co,-, .. -:;:s c:,:-_:~ '_C:;::;ories, p. 52. 

37~:::.r r-:. , 1 -"-';'::' ,',-, -;. ' _ -.: .:' ~ r' V", .----"" 
u c:;~ t ... c.r.. Q ... ,,\-t.-.J ...... ......, ....... I :-:.. _....:....~~~~ -cs tern Thouaht, p. 611.
 

381' M. V-J. c~'.i:yu.rd, T c :~liz:::,,; ,- :,,1 Vvor1d Pictu~.§-, p. 99.L. 
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I:";·~~-lCT·>iaticy:--: I .... _."'.. _-",.J:"~'- ·_·.. c:os 'C"//C ccti.-':"~"""" __ :-.C; v-~ ..:,;vvs 0= nCl~u:e. These l'Ylay be 

cc:lled his c::,,:'.-:.~: ~:-.c. L-.tcL".C'.l v~cws of nc:tu:·c. Both will be exc:mined in 

.~ :.....~..11. 

L~"'S ODS erved p;CV:OLS ly I [.":0'8·~ ]C8tS of trJ.c 3·... C-~.. ·.:C2::.L::. C8~j.t'l..<-~Y arc. 

lk:urC'.:::-.2010gians. J\s ::lost poc:s 0-;:::--.8 c.ay I A:<.cns ~c:.3 wist,cs ':0 justify 

-l~.. C wc..':lS of God to r;~Q.:~, :nuc11 ClS his ==-~-2ciGC8SSors f l\t=~~·co:-~ c.:-.. d PC:J2 . 

~- ~ .. -~ .;....:-..Z2ns id0 J S 2>("~2:-rJ.o.l vi.ew of rlatU:-8 is of a religious ptrilcs 09~1icc..l1.. ..... Gl. 

~'...." .--, 
L. .... ciC(3alist. .L\,lt}-lOugh d8is ,,1 was n8ver c::--: estabhshed re1igio"1 L'l 

eighteenth cen:-"::-J / it we.s a s pL:"~:ual s cion from the Cartes icin c.:-.d logy 0: 

o.~;,. intelliger~:c C.L:.t:10~" 0: "~:-:'2 u:-'.iverse VV:l.0 had somehow created G :n.ecne.r.. lsm 

0: 2xistc:'"'.cc I tha~.= s i.~-:c.:.; 0:~C;·..~:.~ty ':'"lad ~)83:1 functioning in accordarlc2 [0 

1 "" , i '-, ~ r, ~ " i' 1.:'>;- "'~ C' , 53 7\, • " G ',~ ·co .: ,.1 '0 .......... '/vS ........ L.c .... -I. ... g .... 0 .......... 0 Hlu,l.l. j-... ~-.... .............. ~ ... I........~ If:-:.::. .... ·... 2S .:"... ·~s deis:ic tencencies by
 

- "accepting the prerr:::'s e 'c:-.c.t ':~~;c;'c :.;:. ar.. ~~-:-:2i.~lg2~1: author or :{:e utl.:'verse. 

Concurrent to this fa:tl'"'l=::'-.2.1 2.ss·...:~-: .. ;/:io:;. :..s :~~i3 ~G.tiol'"lalistic belief tt~c..t the 

'-.:.nive::-se cc.:l be objectiv;:;ly ;<':C.Gv,r~;, to [:lC'.:-.'S u:lderstanding. He accepts, 

c:.lso, :CG CClrtesian l'":.ot::'O·~i tl-:.~t k~-;.owleC:CJo is the result of intellectual 

i.:rcuition I c::.. d t11at ell cO["lce~J~:.3 0:': i12.-C:":';O end God are dis t::':~.. ct ar...d i::r~aIe 

and may De related to univers c:.: ~::':·:'nci~)lcs. One may note U pas s i:tlg hovl 

c.ose these premises of phi~osophical rationalisr:1 are to Platonic idealism, 

c:"; as sOciCltion which could not hc:.ve es caped Akens ide's attention. The 

c: ':'", . 1 0 
v ~ ~2yC8;;" Q2. Clt. I p. . 



---- 'v~ \~; ~ -Ll ~_L~ c: 

~-., ..... --.-~ 

-'-':7S 

S,UJ8:';S 
• TT 

r::. 

7S. ", '-.:~\_~:J L:": 

..IO 1~:;_O~~1?l~OSC-; j~:"'.,",~~~_~~'P~:'-::~ 8::_~~J:J~ -=-~~'":""'":.~U 'L~1. S8n1P.L\ ~ "2~,"':':;~.='.~'?":)~ 

2:-~.~ t l:O~.6~T3 ..~ }s; S':)"-,;'""'=~~: .. 2:':-.-~~':'~_~.2~ 12 01 S!l. :yr__~;__~~.C~ f ..... ~-----'-~".? 
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. . ~~ __ -:2rc::. .. ,-,,:"'~,- .... ; an ace Vi.lic:. S\.,~_~>C_,;3C: __ 'J :,-."~":ror :.~-;:rn·Ll taD ~c truths while 

sitnulta:'":ocusly mai~'ltc..·~~-:'-:':~S c.. v~-..~~~~i:11 ·~~0 ..-rci~y 2~d dic;r.. :·=~/ o·~ ~'CS OW::1 

-(.-::ough c. sat of establ·~.s~--:ecl ~J~i.·~~~::1.S o·z c.isCGUrS-8, or gen.:-.:;:.. :~-lc~pie:'lt 

G.~SO in the- tl1eO~y of G.sscc~c..:ion is tr.. e ::r..l:J::'cc:.tio-n tel-at e.ny c..~c·t~::'"l::Jt to 

";.:3:abllsh an objective base for a::. orc.:",r.:.-c. ;::;'.:·.;~cal syste:y; or a. presc:ip­

:~on for aes",Jletic standc:.rc.s is a f;ui'c~ess 2:-..G2;':VO::"'. 

):..~"::'8{1.s ic. 8 I S a cce::;ta r:'C2 .~:--:. rlhc~ "? 1:'.-'~(~. S -:~"' .. '.~ C~~ -~- ~-i"lC .. r-~l"::::'·,~ ~ o~": of Locke J s 

~ ',- ,-1t:1.2ory cr:' 2.ssvciG.-·:~G:(: L.. ..... u tJ.is s ~l'"n'...:.lt2:-.. ~c',;"s c...c... ~-_ Ct2~-.. C8 ... the work to his 

OV\/ll rel:;ious c:1d :J:-.. ~·~C..jG:)ll:C,-~ :c..·c.io:-~G~·~~~:-~ _~,..-\J::':=-: (: ~:"'l:':c.d divided 

:~~~WGen a philosop:-iy of riatu::..:; ·~-L-l2t r2cG;--:_~~0':' :2G.l~IY c..~ ar'i ext8rr..~1 

"" ~;':lenomenon c:.r..c 0:"1.8 t~.. at reccS"I""..:zes l.. .... l,,;:; ... --,-L.. ... ·.... -:.jf G:': nature as a;-: ·;',-;te::~.c.: 

rGspor:.~.3 ~o extel-:-.. c:l phenOITlcr:a. ~h8S 2 tV10 di.ffererlt philos ophi&s repre-

S \o>..1t I G~ least iT1 ·C:.. 8 eigl:t8erlt~-. cc:1t"t..:.ry I ti18 same thir1g as t'vVO ciffere!"/c. 

CC~lce~:.:s of DC. ';::--':'::--0 ,on.::; 8).:tendirlg oU~\rvc.:d I the other compres s ed iriward. 

) ..:ZanSiC2 I s tvvo ViSV1S of nature ate nc;~ sir:1ply distinct rlotions tl1at carl 

G2 divorcee. from T118 Plecl;:-;",_~.res of IrI1(_·k\:·il1.a·~ion arid ar~c:.ly~~cally r2gard~d. 

Rc:her tr.. es e two views of 11c.ture are e:;{p~airlable in. terrr.s of the veryI 

::ask t:-;'G )oet has in1posed L~PO:r1 hirnscl=-: to justify t08 cornn1Cil. eig·-htGer:tn.­

c:.::. .~.t1.':':-I ~·;.2 od i cy . F_~(811S ide IS jus'~ -~i:ica ~i O;:-'J. is n.o~:: I :10W2V':;'; I S () L": OJ. C :'-'1 

_.~-,.3PC:_Sl:='~3 :for the mcthGc:.olo;~c::::.~ direc~:'Gn of the P08D1 ~'- is :or 

(... , .. ~tUc.c ::-~u.t pervades tl":G VIC:>:....P:..kCl~_'=; ·~C~3IS TIlctri.od of argtl::lO:i~ is 

G.:~Gly:::c-=..~; c:~",:d ClS sucrl l~.. cc;~..... ~~ .... (;::;:; y,./-~~:~~ .... ~:.:... cxprGss2d synt110:ic IJ1-"::~-:c:·.J. 

~.,':C:C:C\J2: ~~ lY"'J.\!olvcs 11irn. :~-.. ~: ~ ...... ·:,:'.. -ilcd c:r:.J.::.."'..i:n.ation of man 1 s subjcc:iv2 



8P~~1~881 1eJOUl 2~~U!.l1 s I ~~~~",-:.~ "-~~ ;:8~18~ 2~_:--:' :~2C:~;31 Gp~ SU8~~~ r-. r-• ;\rl1~S2? 
': ..J 
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_<1 ., r .... ' .....:~l. T11(, "?' , ~_ ' ,/"- l • :-:e s e83 o.ls 0 the cosrr.o~ogicCll views of-- -----'--'--'- ­

t'no A'1.:9'J..;:;" ... ,-~_-.. ~S-2 ;::..s eVidence, '[... C"[ oi rr..~::.'s (:.. O[~~ :irnitations I but of rn.an.'s 

fnoral :;'~la0~-:itucie. ::-1G fin.ds tr..c.·~ll s :'~r:G:C ~~..~:.:.cc.:. ... T'~c:ture d2illonstrated fi~st 

in the self-ev:.c..2:-.LL ~act of thG c:.. c:..:'n c: existo::.c:=;. E .. =\/~ .. "\/J. Tillyard 

- " .""',-... .- . ­
~0cescri:Jes I c.S -=O~.lOWS I the histo:y of J:·:J.c ella. if: v-<- __ ... ,_ :..:..: V!::',3':ern thought 

up to the Cl}):-exirna to tirne of l\~<.cris ic.c· s i:1rler~"~3.r1Ce 0;' ':~~_2 cor.. ce:)t: 

1'11.3 -~Goa ~J8~c..~'""'i w:tt~ ?:C::"co"~ rl>~:::I.c.<.:'Js was cievelo~J8c. jyI 

Aris to:.: 1~; '1//0 S 2. Q01'Jte G ~.j'/ -~·~~O l~.l(~:{G. ~--:'G~-ia 1"1 J8\V5 .. .. .. \;1 ~s 

s :J~-cc:.j _:)] L~1 e:; ~\' 20-?:c.. -~c -.-i ·~s .~;.." a[lC =~O:(1 t te Tv: iddle j~~Q c s '~ .... ~ ~ '~'~e 

ei~}:J.::2c::;..-.:1-.:. ce:--... t·J~Y Vl2..S o~-..'~ c: th03 2 ~cce:J~~Gd COll).rnOlllJ laces J 

mo~~-=- o~ten hinted c.. t c: ~~G.~<~2:C:. 'for g·:c..~~·'=2C. :·~-:..c:..l~ s st fo~~th. T':--~c 

c..~~2;·c:ise:-s ir'.L"[2:~:0.. ~i :~'~ 2 C-·:Jldcl_ C~".\....~~l l.::>~ CC/VIll. by Zeus £~-c:...-. 
h2Clven irl I-ior:ler c:...s '~'~-:~s ~:~c.~.:-_ oi" ~J2~:-~s. rTrH~ eig·~n.teei1.t:-: ce~...l:Lry 
'::1 '":::' ~ t' ....... , .... h ~ r; -~ -:-, .--- ~': ". -- '-, "';,-' -~ -' .~, .....,.:. -'-., .:.,..,.--.- b'"I" .......... 1 .:...-(\. Y',""'" ­r';

l~ .:.-...;rJ.. eQ L~':'~ .Lu~>...... v:.... t..._~ ........ ~ .. c... ....... vi. ..,.1<,.:; ... .1.1.:;), UL/ cru;:js.lY L ... Yl~.y L.O
 

rat:onalis c 2. C.J-:o~~~;~>u.s i)~~c~tlct of t'~-:'2 irflClgination., ended u-? ':Jy 
ill,;c· 1, ; 'r"'. G ; -- 'r-': ""'~' ~ r'C '.' ar: c' "- ~ ., --. u'~'c cr."·,, ... ·, hl' ,::> i r: al~y for'" SS l ~ .L..I..i.::1 J..1.. _u L.o v ~ ~ vl.;.,,;.JLGw 1 1 .i..I.1. 

T ,""' '::-.N:ost thin:";:2:s c:: .. ~ ........... 2i£"~~~iteelltll centur~! cC:J-.:"~:'"'...ued to believe that tne cr,o. :c:-; 

of being rG)~·GsC:.~2c:. c. cC;~-l;Jletion of :o-::,-,s ;:;':-.0 (} reCllization of God's pur­

pose. MuD \V3.S tl-:c f:1:cc-12 li;:~.z in t110 cl1ai.~1, t118 transition point betw8en 

'-.: --,.. ­
~rJ.e ffiG:-e S 2:-... :i211.: 2..nc L;,"-' ~..i. .............. i:....... t...::;;. ·~nt2:i.ectc.al forms of being. His
 

Sl:.per:orily over 0::r-... 8:- Ct8at~~~.::.;s V/2S O~-12 c~ deg-ree / and he was rer:1inded 

.....,. (.' r ~- -::."e.o walk humbly 2..;;;0'-0 k .. ..... ;'2~~CVI :~-..an a::.c. .. .......... lowe; creatc.res OT1 tl1.e S cole
J-. ~ 

'IT· '. ,-. - ":::'0:: existence. J.......; .. v ... -......-- cO'J.ld reus G~1 "[.'"'..2:.: <-.'" - -- \//2..S c..t his pos ition on the 

sCule of beir.l.g c:.S u :"csc.lt of tte d:..vi~"..0 ~:~C23Sity to reCilize al~ :ior:-ns , ..... 

the ur;iversG rather th,J.n ClS a con::;eqc.",-:.CG 0: any Edenic fall. 

? ,"" 
~. _ o.5 S~ill'l~:-d / QQ.. elI.. , 
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........... Co'.··'".1 '011~"'"uS ~J. +".-,,,, J,. 0"
J- .;...J~.-.'."g.L.LJ. f O"'''''' cn-c>:c>~r>,:'":::).1. l .......... .I. 1.
L..a.!C C'1C""~ ...... .... 1..A :,"S t:.:-.....Lvu .... }··r>'g'ht' 0'"J.. popular'ty\...<.1.1,... ....U.l.\.. 

::',1 thc eighteen"cn C8ntL~.-~r, i'.: VV-':"3 cllso c:.c.:;:-ing this cer/cu;:-y that it underwent 

~lS most devastating atl:acks, CV2~i i::-:.c:,~c.,.-.c:;e c:-i6.1Ienges to it were rarely 

)c..ssed on to t;-le reading pub::'c 16.:90. OJ ::"~.-.:. o:-:.o:'n became conceptually 

Ji:-idiculo'u.s II in. the eig·t'it8c~1'~·~: C2:-1tU::~/ J ;:;ecause tr18 kno,\A/~'1 :<:.C~S of nature 

wore iound to bo irreco:ic::':aj:2 wi'ch 'C:,2 'cwo principles coexistent wi"ch the 

nOlion of 'che chain: triO p:inc~)lo of p:o~-;~'CUC2 and the principle of con­

.,c:':,uity. 

SClfnuel Johns on I :c:.·~:'""'.2r than any phil os Ol)her of the Enligtlten.ment I 

;:)r3ser,ted the most damaging argume:itagainst the concept of the chain, by 

attacking it on th8 premise that all forms mig-:lt not be realized in actu6.lity. 

If so, plenitude was a false assertion. In sirr.ilar fashion, continuity 

suffered 'Jr.der Johr.son 'ss Ct::C::';l.y. Be noted that the highest being not 

infinite would have to be 0.-: c:.~, ir.::inits dista:c:ce below infinity. All along 

the chain, Johnson reaSCrlSc., ::-:'0:0 wc;::e immense vacuities between rorms. 

P1enit'JQG C.['lQ continuity s-':0£'es::sd not 0:-,1,/ a fullness of forms but a full­

n8SS of r.'~::,;:;Grs as well; bu'c j'o";;~lson found 'c;-:ese not to be, at least nOe 

.;..".. . t'"- '::l ~. -:--~-' T-/'.--~~:-'--':'· :=.l-~ '=> ' "'"'l r~ c::. 61,.om .. e v.~·/...JV."C Ol Lol':" Duma... ctCe. 

'::-.. 2 obv·~cu.:; c2-Ls Cr8par.C1.2S betw8e:-:. s Ci8ntif~c di.s coveries end t>J.G 

" ~ 

v\... .. ,_,>., .., 0 "'ove;oy 'T"'1.-, r-.r·c>~t C'!'''<l'", of "r>l'no' ...- .......... 6"-... .. L ) I ~ ~~ _\...<. 1J. --=...Dc; :I- A Studv or =-'2
J. 

Eisto::\( :::':,-. =c~e(}, pp. 183,250-262. 

r 1 

Ol:;-:;icL, DD. 253-256.-- .. 
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:)~~~mi30S of'-"tl--:2 cncin i~~~(;~= VJcte c..ppGrGr~t not oeily to ).')hl1S0n. Recogr.. ition 

'J, che c.is crepuncy led C;VC1, i0ibniz to ~or:ilula.tc two separate philos ophical 

~ ~f.:::;te~T13. C:-~e I co:--..cur:·~:1.g Wit:l conv~:-A·~~:)~-:a.l trlougl1t I sLpported the chai:1 

throw;:;:: -:=::0 )~-:~"..cip:e of suffici0~-"": ree-sor' i c.~1d was based on ':1".e stasis of 

na°-:ur2. r: :....1 e other 2dmitted the ~:;cssi'.Jility of dynamism in natLifc, Cllthougq 

:::'.8 philos ophy WG.S LO~ printed 'i:, the e'~ghteenth century. 62 

In 211, >.ow2v2r, the b~-eaKdov!n of the chain in the eightce:~~t:l cen-

Wry rosultod bec~lUse of the inaccepte.bLity of the moral ccnclusions that 

codd be postulated fro;;1 its stc:.t~c cc:"s~~c..;,'c~on. H led to 2 too ec:.sy 

o;timism I which can-:e to 2..CCc~:'·~ G.~l IT~c..::-~-~-~~3-'~G.:·~Qns of ex·~ster~C2 I even 

l-.J.a.~lifest evil. The aCCC~J:a~--.c(; 0-:' evE 23 ;.~ces sary to the ex"i.stei',ce cf 

·~~~2 c11air:. 0GC3.:::e rep:-e:-~2-:_S·~j:<2: ~() ::l6.L.jl './·i~-.. G vvc;re ur..willing to be con­

~ ~ eQ~ .. '- ~ t''ne creat' ~'..., ",''C C "'--. ~._' " 1Y 'r~ o'-c' "'r~,, ~ ,,63v ,
,.. .... \..,.. \..1. ... '>--.... lU .... \/'--<---.1 ...... v................ .. ...... ..... ,..J •
..... Uu~ 

In :;1e first version of ".,-,::; ~:.lec,,:1(c"3 of Il.lagini3.L::::'l, Akenside 

o)ens up his description cf ti,2 chain of existence by writing: 

It nov,! rema ins,
 
Through varicus seinG's fair PY'opol'"tior.'d scale,
 
To trace the rising kstre of 11et char:rls,
 
F:rom their first twilight I shir.i:-,g forth at length
 
To full meridian splendcr. (I.tiL~2-U~6)
 

62""';r; D'- ')::::"-?GO '7h(; evn""'''':'c, ~ ,,'- "'on; 0': n""tu"-al 8volur"~'-~. I 1: l.J. L.. -...) J..... • ......... _ O ..... J.J,. ............. L, l.~ .. v...... .1 .. L.:...... ... .. .l.U .. ~
 

is r'J.OI confirHJd to IjcLJ:~~i.zts pl-J.ilosop11·~C2.-~ S.)2C·~1-~c4L·iorlS. AkCi1Sic.c's 
Ic.::.. iliClrity with cig'hL:ccntl1-ccn~LI""\1bic~o~ry -i.s (;\J~d8-:1t in his medic2l 
t:-cc..tisc;s IJfGse:n.tcd Dc.::forc The P~O~/2~ Soc-~~.~~'l. ~:C2 C2:0:-'_~'2 Rc;ub8n Patte:'" I 

iI :v:ur}~ p...}(8n.s ide I P[O~112t of EVG~',"",,~'~onI ';':.<~v (~02G), 56-62.II 

63, -V"""'! G,'C"'"C rq... ~"C' 
L 
~ LU V)U~ I ,j.l.vc.L ~--'l;.Cil_.~ ~_~ ~~ ~ ~:. c: I _-J. 2 >--.-:,). 
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He then; in his famous "chain of Beauty" passage (1.446-486), proceeds 

to "delineate Nature's form." Through six main stages of being, Akens ide 

traces its "rising lustre." The first stage ts color; 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, Akenside emphasizes that the ultimate and 

highest reality in nature is mental. What follows repres ents an aspect of 

the" reiterated paradox" to wh ich 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 move thy wonder now" (1. 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 

creation. 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. Akensi"de 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 psychological 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 repres enting the center of thes e correspondences. His inter­

nalizing of nature should not be confus ed with the general modem concept 

of internalizing concepts, or whole philos ophies, or syntaxes, into the 

human psyche in hopes of establishing new cosmic or human referents for 

intellectua 1 reflection. In the eighteenth century, the internalizing of 

nature qua reality effected jus t the oppos ite reaction. Internalization 

hastened the breakdown of cosmological referents for human experience; 

for prior to the eighteenth century, and before the seventeenth century I 

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 Akens ide embraces two contra­

dictory views of nature in The Pleasures of Imagina tion. These views I tr.e 

64Harry Pros ch, The Genes is ofTwentieth-Centurv Philos ophv:
 
The Evolution of Thought from Copernicus !Q!.b..@. Pres ent, pp. 108-111.
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one referring to the familiar ontological cosmology 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", of imagination, or the nature of 

aesthetic responses in general. 

As has been noted previous ly, Akens ide's theodicy envis ions a 

static cosmology that embodies immutable truths reflected in external 

phenomena. Yet' his method of inquiry into the nature and source of 

imaginative II pleasures II is based 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 and his mental perception of 

a moral order in nature. He recalls the popular notion of the time that 

thes e "powers" have been cqlled the powers of imagination; they relate 
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externally to matter and motion, and internally to man's mind. The 

imagination and its "powers" give the mind ideas analogous to "those of 

moral approbatioh and dis like." 

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 understood." Akenside generalizes about art, and poetry in 

particular, that although it may become more" correct and deliberate" with 

the passage of time, its initial and overall intention, regardles s of its 

state of development, is to excite the "pleasures" of imagination. 

A. O. Aldridge has observed that, when Akenside speaks of 

"pleasures" of imagination, he means a phys iological process that occurs 

between sense perception and intellectual understanding. Conversely I 

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 

65Alfred Owen Aldridge, "Akenside and Imagination,lI SP, XLII
 
(1945), 771.
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imagination interact, however, is something Akens ide does not explain. 

After establishing the existence of imaginative powers and pleas­

urAS, Akens ide outlines 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 fmm natural external stimuli and, secondly, 

for the entertainments one meets in poetry, painting, mus ic, or any of 

the" elegant arts. " 

Akenside's main interest is in the psychology of human feelings 

as manifested in aesthetic, responses. This interest 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 

el.<jhteenth-century aestheticians, believes that such emotions should be 

;-,dghtened in order to allay less desirable passions. Wimsatt and Brooks 

observe, further, that it is but a matter of time in the eighteenth century 

:Jefore such a development evolves into sentimentality. 6 6 

Akens ide further explains in The Des ign that in making his analytic 

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

66Wimsatt and Brooks,..2.2. cit., pp. 291:-292. 
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must, first, distinguish the "imagination from other faculties" and, then, 

characterize the original forms and properties of being which are as 

familiar to the imagination" as light is to the eyes,. or truth to the under­

standing. " 

Akenside's distinguishing between the imagination and the other 

faculties of the mind shows traces of Locke's method of establishing 

categories on the basis of an analysis of parts. Locke's general influence 

upon the aesthetic s peculations 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 aesthetic theory reflected in Akenside's distinction of the imagina­

tion from the res t of the mind in general.' For 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 I s perception to the external 

forms and properties of obj ective reality. He also attaches a certain 

dynamic, vital quality to the mind and its perception of nature. Martin 

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

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

67Marks, .QJ2... cit., p. 37 .. 
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powers" or the mind 

. makes its traffic with the world a constant proces s of s el£­
discovery, as the inadequacy of the senses leads to their eclipse 
and to the sublime trans cendence of them by the mind that feels 
infinity within itself. 68 

Akens ide tends to emphas ize the "divinely sanctioned powers" of the mind 

1:hroughout each book in both versions of The Pleasures of Imagination. 

He feels compelled to rationalize the existence of the mind's divine powers 

because mq.n has "thoughts" that somehow s lip beyond the limits of neural 

sensations to contemplate pure external forms and properties (1.1.151-158). 

Next, in The Design, Akenside discusses the original forms and 

properties of being with which the imagination" converses" and categor­

izes thes e on the basis of an understanding of how one responds to their 

external stimuli. His first category, termed greatness, includes all 

res pons es to thos e external obj ects which excite a feeling of "vas tnes s . " 

His second category, termed beauty, includes all responses 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 feeling of surprise. In addition, 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 sti;nulat.e the imagination. Although these sources are quite 

68Martin Price, To the Palace of Wisdom: Studies in Order ar,Q 
Energy from Dryden to Bloke, p. 364. 
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"~oreign" to the imagination, they, nontheless, r13inforce imaginCltive 

pleasure when added to the tr,ree 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 following: ideas drawn 

from the external senses; truths dis covered by the understanding; illus­

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 411~421). In these papers, Addison introduces the 

following four problems of general aesthetic inquiry: the nature of one's 

sentiments regarding beauty and other aesthetic feelings; the material 

causes of these feelings; the function of aesthetic response; and the 

mechanism through which aesthetic responses are generated. 69 Akenside, 

69Walter John Hipple, Jr., The Sec:utiful, The Sublime, and 'I':,c 
Picturesaue in Eighteenth-Century Aesthetic Theory, p. 24. 
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in turn, addr8sscs himself to these 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 re~:);ese:1ta-· 

tion; one and all, they found their problem to be the spec:'fication 
and dis crimination of certain kinds of feelings, the determi.:1ation 
of the mental powers and sus ceptibilities which yielded thos e 
feelings, and of the impres s ions and ideas which excited them. 70 

The stimulus -response aesthetic systems of Addis on and Akens ide r:lay 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. Obs ervation 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 

70Ibid., p. 305. 

71Josephine Miles, The Continuitv of Poetic Lanquage: 'T'~.":'). "9ri ......., c. r-" T
 
.... l~C ........ .i..~ .... ~_ "
 

:::"3.nguage of Poetry, 1540's-1940's, p. 255. 
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i:-, man eii.::i.or " ... directly by external causes or indirectly by reas on-

o.bly close imi:acLons or substitutes for such causes. ,,72 Akenside accepts 

Locke's primacy 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 idealis m than is either Locke or Addis on, the nature of which 

is best determined by examining his own interpretation of Addis on's pri­

mary spatial qualities. 

Akens ide's emphas is upon the interaction between the imagination 

and the greatness of external objects has a traditional foundation in 

Longinus IS On the Sublime. The evoluUon of the eighteenth-century con­

cept of greatness from that of the sublime may be attributed to the 

influence of theologic and philos ophic readjustments in cos mological 

speculations after the Copernican revolution. 73 Following Longinus, 

Ai<enside 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 ImaginaUon that the poet finds a propir..­

quity between man's spirit and the vastness of space. For the eighteen(:l­

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

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

73Hipple, QQ.. cit., p. 18. 
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energy, its terror. ,,74 Following is a description of the sublime by 

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

... she springs aloft 
Through fields of air; pursues the flying storm; 
Rides on the vol lied lightning tr.rougn the heavens; 
Or, yok'd with whirlwinds andt:-,e northern blast, 
Sweeps the long tract of day. l:'hen 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, 
Whos e 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, whos eunfading 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 headlong steep 
She plunges; soon a' erwhelmed and swallowed up 
In that immense of being. (1.1.183-211) 

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 "cons iderable part 1\ in Kant I s 

74S amuel Monk, ·The Sublime: 6. Study of Critical ThGori8s in
 
Eighteenth-Century England, p. 72.
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Critique of Judgrr:cnt. 7S 

The second of Akenside's spatiL~ catGgories is the beautiful. The 

infusion of his philosophical idealism lr...to thi.s category is largely 

~'espons ible for the ensuing philosophical and poetic perplexities which 

haunt The Pleasures of Imagination. In the poem, beauty is personified, 

and a large portion 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. 76 In the previous chapter, it was noted that, after 

tracing the manifestations of beauty on the scale of being, Akenside 

locates its highest realm of being within the [:lind: 

Mind, mind alone, (bear witness earth and heaven!)
 
The living founta ins in its elf contains
 
Of 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. (1.1.481-486)
 

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 vers ion of the poem: 

He, God most high (bear witness, Earth and Heaven) 
'Lhe living fountains in himself contains 
Of beauteous and sublime: with him enthron'd 
Ere days or years trod their etherial way, 
In his supreme intelligence enthron'd 

7SLoe. cit. 

76Alfred Owen Aldridge, "Akenside and the Hierarchy of Beauty,"
 
MLQ, VIII (1947), 67.
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The queen of love holds her unclouded stute, 
Uraniu. (ILL563-569) 

Akens ide's alteration might seem slight; yet it may be of great significance. 

Both passuges are vague in defining the precise nature of thut amorphous, 

inexplicable specter called" mir.d"; but in the second version of ':2he 

Pleasures of Imagination Akenside leaves no doubt as to where exactly 

ultimate sublimity and beauty abide--namely, within the mind of God. 

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 revis ion. 

An additional revision indicates that Akenside wished to clear 

away some ambiguities regarding beauty's abode. For example, in the 

first version of ~he poem, several lines before the passage beginning 

"Mind, mind alone," Akenside writes that beauty dwells" ... most 

conspicuous, even in outward shape, / "Vlhere dawns the high expres­

s ion of a mind . . . . \I (1. 1. 474 -475). Pres umedly, since he has no: 

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 u power that can guide one into 

the realm of the divine .. However, in thiS vers ion, the des cription of the 

constitution of the mind is .more vague than in the original passage. 

Here, beauty lends a most" conspicuous prais e to matter" where" .. 

most conspicuous through that shadowy veil / Breaks forth the bright 
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GXpreSSlOn of a mind . .. " (II.I.554-556). In this revision, Akenside 

appears to attempt a precise description of process rather than form. 

"Outward shape" in the first version is revised in the second into the 

more concrete "matter." But "dawn" in the fi;st version becomes sugges­

lively cloaked in the second behind "shadowy veil. II 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 minis tres s of Truth and Good 
In th is 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? (I. I. 372-377) 

He makes no substantial change of this passage in the second version of 

the poem (II. 1. 432 -43 7) . 

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 influcpced by ShaftesDury's idealism. Shaftesbury's 

aesthetics flow eas ily from his doctrine of natur2 and ethics, which was 

originally a rebuttal to Hobbes 's pess imLstic view of h"c.man nature. 

Following Plato in claiming that the mind perceives beauty in light of an 

idea of perfection existing beyond the realm of the physical, Shaftesbury 

stresses the dynamic process of tnought which must act in order to know 

ultimate truths. His treatment of beauty is concerned with the dynamism 

of the artistic proces s of the creative act, not with a finished work of 

art. 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 

univers e. 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 reas on 
for this is that the psychology of empiricism, with a.ll its exact­
ness of observation and subtility of analysis, does not go 
beyond the sphere of receptivity, and that it possesses the 
tendency throughout to transform all psychic spontaniety into 
receptivity. 78 

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

77Loc . cit.
 

78Ernst Cassirer, It,?; Pldtonic Renaissance in England, p. 197.
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could no~ help bllt see the Platonic phEoso:'J~licalrationalismof Shaftesbury 

as antithetical to a philosophy of simple receptivity. Akenside's idealism 

has its source in Shaftesbury; like Shaftesbury I he sees beauty in two 

ways: as existent I a static Pla tonic ideal I and as existing I a dynamic 

intellectual process; and like Shaftesbury's I h:.s dual view of beauty stems 

from a dual view of nature. Marsh believes that Akenside' s concept of 

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

presented in The Pleasures of Ir:;agination. Beauty I he says I is dialectical 

... in the sense that it fur.ctions positively and flexibly in a 
complicated analogical hierarchy of being a.nd value which is 
diVided nevertheles s into two bas ic parts or "realms. ,,79 

What Marsh means by "positively" and "fleXibly" is left to the reader to 

determine. His mention of 11 realms 11 is a reference to Akens ide I s belief 

that beauty exists within the realm of the divine mind as well as within 

the realm of man's mind. However l Akenside's expressed belief in an 

ultimate mind wherein an ideal bea.uty res ides does not mean that the 

method of the argument in The Pleasures of Imagination is "dialectical." 

He does accept the Platonic categories of the ideal Beautiful I True I and 

Good. He accepts I also l 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 

70,
-'Robert Marsh l "Akens ide and Addison: '1'he Problem 0: Ideatio;,=.~ 

Debt / " M? I LIX (1961) I 43.-- , 
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forms and vc.lucs is a premise rwt to be eX910:eQ, 'out to De exploited. His 

"(::.~gumen;:" is not a dialectical explo:CG.t·~G~'l ~n ~ne true Platonic sense, but 

o.n assertion simply affirmed by a wealth 0: d2scriptive phrases. 80 

S:.aftesbury's Platonism provides Akenside with the rationale for the 

teleological truth and goodnes s which he be lieves pervade the univers e, 

and Hutcheson prOVides him with the argument that the mind may perceive 

beauty in color, sweetnes s, ane. rorm, even though the mind evades one's 

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

"analogical hierarchy" in The Pleas ures of Imagination th~OUg:l argumenta­

tion, for all or Akenside's descriptive deta'~ls of nature are themselves 

affirmations of "being and value." As stated above,Akenside has two 

purpos es in The Pleasures of ImaqinatiO::1: to affirm his theodlcy and to 

examine aesthetic res pons es. What Marsh terms Akens ide's "complicated 

analogical hierarchy of being" is the poet's premis e. Akens ide is not 

exploring questions of "being" in the poem; instead, he is exploring man's 

responses to aesthetic and natural stimuli. His inquiry leads him into a 

Vicious epistimological circle. The circuitous nature of his discussion 

is what Marsh seems to mistake for a dialectic. 

Time after time, Akens ide des cribes the effects of the beautiful 

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

8Cpatricia Meyer Spacks, The Poetry of Vision: Five Eighteenth­
Century POL;~S, p. 217. 
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mind's respenses to the sublime a'nd 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 Akenside's seeing the mind 

as both a passive and a dynamic agent that the poet is reaching out for a 

newepiStimology.81 But Akens ide 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 they do. There is little else he can do. He wishes to 

write a poem that reflects the existence of an external moral and aesthetic 

order and the" powers" of man's imag,ination to perceive this order. His 

premise that nature reflects an external moral and aesthetic 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 inThe 

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. 

Akens ide's world view exis ts precarious ly between the limits of 

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

81Jeffrey Hart, "Akenside's Revision of ~Pleasures of Imagination," 
PMLA, LXXIV (1959), 74. 
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which holds that ontological spec~lations are based on subjective asso­

ciations es tabli,:; hed by one I s customary way of perceiving exis tence . 

Akenside offers no dialectical or argumentative response to either of these 

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

he is ur;'able 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 (11.1. 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 pleas ures mentioned above, which, added to the 

categories of the sublime, the beautiful, and the novel (later the sublime 

and the beautiful only), intensify the pleasures derived from viewing the 

primary spatial categories. Akenside notes that the imitative arts--Le., 

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. Thesestimuli include three of the four 

"foreign" sources of pleas~re mentioned above: ideas drawn from external 

nature, truths revealed to the understanding, and illustrations of divine 

contrivance and final causes. 



63 

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 reproduction of nature. 

The problem of this doctrine as seen in the eighteenth century centered on 

what precisely the artist was ~o imitate. Marks explains that poets who 

subscribed to classical norms in the century" •.. did not feel bound to 

reproduce with unselective fidelity the perceptions of eye and ear. ,,82 

And Wimsatt and Brooks observe that, under the influence of the neo­

class ic theory of general t~uth presuppos ing a reality whereon mimes is 

was possible, the artist" ..• professed to render reali~y through a trick 

of presenting 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 reality or it might 

reflect but a subjective response to external s,timulL Akenside effects a 

fus ion of the "unreal" and the "rea I" by means of the Platonic-Shaftes­

bunan "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, .QJ2.. ill. , p. 27.
 

83Wimsatt and Brooks,.QJ2.. cit., p. 334.
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and God I 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 

and Addisonian empirical element in his thought leaves the problem of 

knowing what exactly is to be imitated--an objective reality, or a subjec­

tive response? Furthermore, a question exists that the mind in fact can 

perceive an objective reality. To these difficulties, Akenside fails to 

offer an adequate solution. 

After presenting 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 genius in the human race. As 

noted earlier, it is not unusual' for Akens ide to turn to the Hellenic 

tradition to account for the mind's dynamic nature. Harmodius represents 

a high intelligence visited by the personification, "Genius. II Akenside, 

then, wishes to examine another pleasure of the imagination, 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 II. 84 The 

84Hart , 2£.. cit., p. 73. 
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reason for the reduction seems to have been 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 note. 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 styles in which he might depict 
'It~ 

the pleasures of imagination. Ridicule, he believes, as did Shaftesbury, 
'i 

'I 
is the foundation of the comic arts and is the "manner" of the comic arts. 

Akenside states that, because 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 feels he should adopt a 

style that befits ridicule; yet he desires that this 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. Subs equently, in Book III there appears what might 

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

immortal forebearer. It is oratorical and ineffective, lacking the satirical 

85Dyce, QI2.. cit. ,po 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 materials of imitation 

are open," meaning or implying that they are apparent and established. 

He intends, next, to "iUus trate" 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 Des ign, 

he retains the premis eO that, though it perceives, the mind does not have 

any creative power of its own. Yet he comes precai'iously close to revers­

ing his premis e; and in the poem its elf, 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: 

I 

... during the eighteenth century the dis integration 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. Thes e 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 communally accepted patterns had almost completely 
disappeared--each man now rode his own hobby-horse. 86 

86 .
Wasserman, 2.£. ciL, p. 170. 
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Locke I S res pons e to the dis integration 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 thoughts known; to convey knowledge 

of things; and to convey thought with as much eas e and quicknes s as 

possible. 88 He came, thus, to find the poet's use of language--to express 

wit, or the facile uniting of frequently dis parate images and ideas --to be . 

inferior to what he felt was the true purpose of language: to discriminate 

and separate categories ·of thought so as to avoid syntactical confusions. 

For Locke, poetic wit was irresponsible and had no bearing on what he saw 

as the true nature of things and man's need to analyze phenomena, that 

is, his need to exercise his judgment to determine the "real." 89 

The paradox of Akenside'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 effe.ct a philos ophical synthesis 

87B. A. G. Fuller, A History of Philosophy, II, 124-125. 

88John Locke, An Essay Concerning Human Understanding, II, 
142. 

89Spacks, QQ.. cit., pp. 67; Willey, Seventeenth-Century 
Background, pp. 287-288. 
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?etween the disparate philos ophies. 90 Akenside continues in The Design 

to give a general account of the production of the tI elegant arts," and of 

the secondary pleasures which arise from this "resemblance" to original, 

appearances in nature~ He, then, states that The Pleasures of Imagination 

will conclude on some reflections regarding 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 how the world was 

organized and persuade readers to act in a moral fashion. 91 The Des ign, 

then, concludes with a general description of the poem. Here, Akens ide's 

adherence to general neo-clas sical principles is noticeable. He remarks 

that he has two models, Virgil's Georgics because of its "refined" style, 

and Horace's works in general because of their epistolary style. He finds 

Horace's style advantageous in that it allows a great variety of expression, 

which" engages the generality of the reader." Becaus e the subj ect with 

which he is concerned "tends to constant admiration and enthusiasm, II 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

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

90Martin Kallich, "The Association of Ideas and Akenside's The 
Pleasures ofImagination,'~ MLN, LXII (l947), 170; Aldridge, "Akenside 
and Imagination," p. 771. 

91Norton, 2.£. ill. I p. 380. 
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Instead, he proposes in The Pleasures of Imagination to exhibit the II ••• 

most engaging prospects of nature, to enlarge and harmonize the imagina­

tion, and by that means insensibly dispose the minds of men to a similar 

taste and habit of thinking in religion, morals, and civil life. II He con­

tinues to explain how circumspect he has been to point out divine casuistry 

in every principle 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 feels he may recommend these "excel­

lencies" and" objects II to all men, who, he claims, have a "natural 

propensity for admiring what is beautiful and lovely." The Des ign, then, 

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

II sentiments II expressed in the poem. The Pleasures of Imagination is an 

interesting example of descriptive preciseness and oratorical abstruseness. 

Akenside's purpose throughout the poem is to affirm his theodicy, but his 

manner of justification is based on Locke's theory of association. Each 

view encompasses a different view of nature, one seeing it as a reflection 

of an ideal objective order,. the other as simply a subjective response. 

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 us e of language which, unfortunately 

for his purposes, is more subjective that objective in nature. He wants 
• 

to assume that that which is described is, but the subjective nature of 

empiricism tends to imply otherwis e. He wants to assume that God has 
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created an objective reality which He has made comprehens ible 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 tendering the truth and 

moral excellency of the "Sire Omnipotent. II Akenside cannot unequivocally 

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 of Imagination, as a whole, suffers from Akens ide'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 philos ophy and 

religion. However, their poetic functions are vague, and they serve 

merely as rhetorical figures which reflect Akens ide's general teleological 

premise tha t from nature emanates the excellence of God I s creation. The 

general inclusiveness of Akenside's teleological premise renders such 

figures poetically us eless, and they add little of significance to his 

general des criptions . 

In noting the reduction of the Augustan ·poetic to a purely des crip­

tive state, Wasserman explains that the problems of eighteenth-century 

poets were multiplied becaus e of the. poets' inability to make analogies. 

Wasserman observes that the Augustan poetic was used mostly for didactic 

purposes, and he makes a distinction between an analogy used "poetically" 

as opposed to one us'ed sententiously. The practice 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 Akens ide 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 ~un rose, the first rays would strike the statue, and a mus ical 

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 enliv.en'd sense; till soon the soul
 
Feels the deep concord and assents through all
 

92Wasserman, QQ.. 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. (ILI.lSQ-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; and it is also significant that 

he retains the Memnon allusion in both vers ions of The Pleasures of 

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

nine return to describing as denotatively 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 

94Nicols on, .QJ2... cit. I p. 86. 
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setting forth of spontaneousmus ic). Clearly, the mind is a receptor of 

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

soul feels the "deep concord" it has with nature (matter) and" ass ents 

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 image 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 conno~ative suggestions evoked by 

the reference to Memnon's image and the I'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 benignancy necessitates his doing so. Yet, even 

Newton, whose influence may be seen in the passage through Akenside's 

very choice of a statue as an 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. 95 Akens ide, however, is 

committed to describing 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 I 

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 as microcosm 

centrally located within thes e planes of being. Yet his implicit contra­

dictory views of the actual compos ition of the chain and his adherence to 

. . 
Lockean associationism, which red~ces the corresponding planes of 

existence to little more than chimeras of the mind, negate the practicality 

of his teleology, and together they undermine any reas on for analogies 

between nature and II moral excellencies. II Akens ide'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 ass ociations, and myth becomes little more than decorative figure. 

Albert William Levi has remarked that, throughout Western intellec­

tual history, there has been a continuous confrontation between two types 

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

95Brehier, .QQ.. cit., pp~ 3-4. 
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are expressive of two different needs within the realm of human cognition. 

The language of man 's unders tanding is the language of science. Its 

characteristics are influenced by man's need to be objective and factual 

in recording the data of 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 artis t. There is no compromise between thes e 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 mysterious way of idealizing objectivity to the exclusion of 

purpose, or even rationalizing purpose from obj ectivity, 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 
I 

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. 96 When the 

language of the imagination surrenders to the language of the understand­

ing, human meaning is levelled, and human value is demolished. 

When Samuel Johns on wrote of The Pleasures of Imagination that, 

since "nothing is distingui1shed, 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. ,,97 Akenside's omniscient 

pr~mise becomes omnivorous,. swallowing both language and" spontaneous 

music" into a great "immense of being" (1.I.211). Akensidewrites of this' 

great "being" at one point in the poem, "What l'}.eeds words / To paint its 

power?" (1.1.244-245). What need, then, ofa poem? Memnon, perhaps 

once vital, becomes a mute stone, standing silent and insignificant inside 

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

portray. 

96Albert William Levi, Literature, Philos ophy and the Imagination, 
p. 47. 

97~., p. 8. 
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