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The purpose of this Faper is to examine Higuel de
Cervantes' views on poetry and literature as he expressed

them in The kdventures of Don Quixote, (12 Phis will entail

the compilation of his ideas from the different parts of
the novel, as well as theirn analysis and cla:sification;
From this, I hope to find out how far his 1deas can be
related to European critical thought of the 46th ana 17th
cencturies and how far his views fall into a coherent
8yatem,

Cervantes' critical views in Don Quixote deserve to
be studied for more than one reason, He is one 6f the
greatest literary {igures, not only in Spain but in all
European literature and, as an artist, he was bound to
criticise his work during the time of its composition,

It 15 not often; however, that the writer practises thie
oriticism in the work of art its2lf as doeg Cervantes in
Den Quixote, where he explains wnat he is trying to do

and relates it to the literary producbiona of other wri-
ters of his time and to the statements of other eritics,
He defends a certain conception of art and a view of 1ife
cansonant with his critical values and, from the critical
point of view, reveals affinities with certain theorles of
literaturae,”

Cervantes' statements on art acquire particular sizni-
ficance in Don Quixote since it is a novel in which "The

interaction of literature and life is a fundarental




theme, . .“(E)The hero of the novel, Don Quixote, illustrate.
the effect of bad Jiteraturr on & deluded intelligence.

He tries"to turg life into art while it is yet being 11ved.¥§3)
with the result th;t not only "the boundaries between what
is ipaginary and what is real, but those between art and
life, are indetarminable."(u) The effect of this imagina-
tive literature is not limited in the novel to Don Quixote,
who is an extreme case, but has a hold also on the Duke

and Duchess who in actual fact enact fantastlec situations
for their amusement, on the Innkeecper who is liable to

turn into a second Don Quixote, and on tbose cultured
people who "devise imitetion Arcadiss, Books affect people'’s
lives; llterzture is part of theilr experience; Cervantes'
Tnovel 1s, among other things, about books in 115e,7(5) 14
the"InQuisition” held in the library over Don Quixote's
hbnka in which the barber and the priest sort out the books
that sre to be hurnt, it is amusing to note thc¢ % the priest.
himself had a very intimate kmowledge of these books and
had abviously read them with great interest, (I,6)

. Since the hero could not distinguish between 1ife and
fiction and "everything that cur adventurer thought, saw

or imagined seemed to follow the fashion of his readingn56)

it follows then that

the discussion of history (matters of faet) and
poetry (fiection) in ¥I,3 , . . Springs therefore,
like other such)passages, from the wery heart of

the novel,
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Furtherwora, these views aréT}eminiscent of the
kene;ai-idehatof the Renaissance and the revival of classi-
cai!%peaaAthat o;a is driven to tﬁe.possibility of relating
them;@o,what 9ne'may call an'iﬁternationﬁl movemént o{
,crit?%ism in thefﬂsth century,

4‘ » » »x M L] k.3
‘&All the q;aibcters vho discuss the basic problems of

literature in the novel speak for their author, including
at times, strangoly enough, Don Quixote himself. He is at
.;times in an ironic position because the aip of the novel is
an attack on novels of chivalry and the deluded hero is a
prey to themy _Author and characters alike attack these
novela of chidwvalry whicn are strongly defended by Don Qui-
xote who attempts to live the lifcv of & knighé errant, to
exclude the present, to resurrect an ideal and 1llusory
past and to "turn life into art.” He had buried himself so
much In his books that he
7 2{13¢d Bis nind with 811 that he resd in them, with
o tments, quarrels, battles, challenges, wounds,
wooinga, loves, torments and other impossible naon-
gense; and 5o deeply did he steep his imagination in
the bellef that all the finciful stuff he read was
true, that to his mirnd ne history in the world was
* mare authentic. (8)
Bt Don Quixote, who ends by denouncing books on chi-
valry, has his sene moments 4in the novel during which he

impreases hi§ listeners with his wisdom and wide learning,

-
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Whenever he discusses problecs of literature, his drguments
8re as sound as those of the author or his amazed listensrs
- such as the Capon, the students and writers that hp met
i
on the way, Again and again,
Don Quixote pursued his discourse 50 rationally
and in such well-chosen language that none of his
hearers could possibly take him for & madman Just
then, (9)

" M " M N

Miguei de Cervantes Samvedra was born in Alceld in Spain

in 1547 of an ancient but impoverished family, His fathor,
who was a doctar, moved his family several times to dif-
ferent towns in the hope that he would make & better

living in the next one, Fortunately, Miguel got his
adﬁcation in his formative years from a schoblmaster well-
oriented in the new critical spirit which was centred at
that time fn Italy;('®In 1568, at the age of 21, he took
service in Italy and, in %571, took part in the battle of
Lepanto which he deacribed in the Captive‘'s tale in Don
Quixote (I, 39-41); As also described in the tale, he

took part in other campaigns until 1575, when he 'was cap-
tured by pirates as he wags on his way home, and“ual nade
prisoner in Algiers for five years., He wae'raieased in
1580 and returned to Spain, He tried hard to get a govern~
ment job and to make a living out of writing and in both
of these ho wes not successful at first, He wrote aix
playa and a pastoral novel, Galatea, all of which were
failures,’ It was only when the first part of Don Quixote
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was published that he found imnediate success, In 1613,
he published a gollection of short stories called Novelas
Ejemplares ("exemplary novels") and a tale of edventure,
Persiles y Sigiﬁmunda: He died in 1615, a year after the
publication of the second@ part of Don Quixote, The book,

however, was already famous and the first part reprinted

several times and translated into English and French:
Cervantes was thus able to speak in Part II of the recep~
tion of his novel and to answer some of his critics, ILike
many Eliszabethans of the day, Cerventes was a nan of action
aa well as a man of letters, ", . . Edound Spenser, Walter
Raleigh and Philip Sidney were reapectively an administrator,
a courtier and adventurer, and & soldier, yet for ali?#he
finest poets of their day."(11) Unlike them, hdbver,
(except perhaps Spenser in the lest months of his 1i£e),
he found it hﬁrd to make a living,
Italy was the centre of literary griticism in the
16th century and its influence on Europe persisted until
the mifdle of the 18th when it was replaced by France,.
The Repaissance came later to Spain than it di4 to France
and literary criticism did ﬁot begin there until the very
end of the 16th century when it was completely dependent on
Ttelian autborities,(12) Owing to bis knowledge of the
-Italian langusge and to the years that he spent there ns
a young man, Cervantes must bave been greatly influenced
ty the cultural movement 1in Ttaly.
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- Tbe-frologue to Part T of the novel capiuras the
.essence of Cervantes' critical attitude, It texes the
form of a conversatien between Cerventes - #ho portrays
himae1f=ifcnically as an author facing an imaginary
Iiterary prohlem - and a friend who attempts,no less
ironteally,to solvo it for him, It consists of & setiri-

cal indictment against contemporary literary conventions

. and a statement of new ones based on a balance betwaen

élasniual authority on one hand and “common sense " on the
other; The whale is written in a sharp, satirical tone,
. Cervantes tells his friend of the difficulties that
he finds in writing a prologue, for he would have preferred
not to yrite-One, but ta present the book to the reader
"naked and unadorned, without the ornament of a prologue
or the countless train of customary sonnets, cplgrams and
eulogie; 1t is the fashion to place at the beglonings of
books:“(13) The passage.in which Cerventes otates his
problem is somewhat long but -should be quoted as 1t con~
?ains'his criticism of contemporary writing., He draws
"a sharp contrast betwsen hils own concilse style with that
adopted Q: his contomgoraries;
_ He wonders what "that ancient 1aw-giver.bhey call the
public™ will say when they see him come out with
a tale as dry as a rﬁsh, barren of invention,
devoid of style, poor in wit and lacking in all

learning and instruction% wlthout quotations in
h

the margins or notes at the emd of the book;
vhereas I see other works, never mind how fabulous

and profane, so full of sentences {rom Aristotle,
Plato and the whole herd of philgsophers, as to
imprees their readers and get thelir asuthors a .
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LCePUudting rgp w1z reading, erudition ang cloquence?
And when taey qucta oly scripturat You will pe
bound g 53y ~hat they ape 50 many 34, Thomageg or

other doc.or, gy vhe church, ubserving sueh 4n ingenp=
igus Solennity in g+ all that ip one line they wiii
depict o 115t gt g iover and in tiie next breach g
iittle "ri3“inp hcmily, that is 3 treat and 8 plegm
sure o hoapr ap reals My book wiiy lack a1l this;
four i havy. nothing to guote in the “margin op to note

friends in the'trade, I know that they would give
me them; , , 1)

The reply or the auther's friend reachesg even mope
Batiricaj heights, He tells him thag the Sonnets, epigramg
and eulogies cap be written by bimselr and "baptiseﬂ“-qu
8iven any pames pe likes, "fathering them op Prester John
’ ; or the Emperor o4 Trebizond. « «"; as for the .quota-
tions frog books, all he nag Yo do i3 to work in some pay
Phrases or bitg of Tatin that he knows by beart; apg as for
the references to authors, he cap look for o bo?k ;here the
Quthors are listag from A to Z ang put this game alphabet
into his book: "Besides," pe concludesg Cyaically, "nobody

falsifications were not only put into bPractica but recelved
‘ -

thearetical Justificaticn, Imitation of the classics led

te what Hallam ¢alls the cult of external forp{16) which

depends mainly on mechanieal precepts ang rhetorieal devices,!
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Vida's Ars Poetica reveals many rhetorical tendencies and
suggests, among other things, "that the poet should prepare

a list of phrases ?nd images for use whenever occasion

b/
may demand.(17) Thus, Cervantes was criticising the estab-

lished literary and critical conventions of his time,

The problem is then solved for Cervantez by his friend,
sirce the book is an "invective against books of chivalry,
which Aristotle never dreamed of, Saint Basil never nen-
tioned, and Cicero never ran across," Being a fictive

work,

Nor do the niceties of truth or the calculations of
astrology come within the scope of its fabulous nar~
rative; nor is it concerned with geonetricai measure-
ments; nor with arguments thet can be confuted by
rhetoric; nor does it set out to preach to-anyone,
mingling the human with the divine, . . (18)

Having atated wnat fiction is not, he then turns to what
fiction ghould be. 1t 1ls en imitation, he saye, “and the
more perfect the imitation the better your writing will beg"
He then defines what style he should uso and the effect he
should have on his readers, Again, the passage 1s lmpor—

tent onough to ba Quoted:

You have only to see that your sentences shall como
out in plain, in_expressive, in sober and well-
ordered language, harmonious and gay, expressing
your purpose to the best of your abiiity and setting
out your ideas without intricacies and oﬂscurities;
Be careful too that the reading of your story makes
the pelancholy laugh and the merry laugh louder; that
the simpleton 1s not confused; that the intelligent
admire your invention, the serious do not despise

it, nor the prudent withhold thedr praise, 1In

short, keep your aim steadily fixed on overtarowing
the iil~basad fabric of these books of chivalry,
abhorred by so many yet praised by so many mora; for
if you have achieved that, you will have achleved no

small thing, (19)




Thus, Cervantes has alroady 53tablished in hjg Frologue
a great WANY critical points, He hes not only defined the
nature of fiction by calling it imitation (ang the more
exact the imi+zijisn the better), but also tye value of
fiction, Cervartes points out that he does not want to
preach but the effect that phe vants to produce should pe
related to instructing the audicnce and to influencing it
in a certain direction, g we shall sgpe elsewhere in the
hovel, the eﬁphas%s will also fall op the saffoct of g
work of art on the audience, The wopg "irsiruction® ig
not used i; the two Prologues but 1t is used reneatedly
b7 the characters in the novel, In the Prologue to Part Ir;
however, he Bnawers the fritic who Yells him that his
novels are "satiricagn rather tlian “exemplary" though
they are good, to whieh he answers that "they eould not
be good urless they were good in every‘respcct.”<20)

¥ E N n x

Cervantesr Juztification of poetry contains Platonic,
Aristotelian anq Horatian elements aIthoughltho Platonie
are not basic to his concept of poetry, - Hdwever, Plato's
hold on the Reneissance wag too étrong to-be ignored ang
"lils objection to é;etry} as eﬁprésaed in his Qig;ggggg and
The Re ublic, had to be met by any artist o- critic commen-
ting on poetry, )

Initation as used by Platog is not limited +g any
Subject-matter and, when Applied, refers to taa relation
between what he calls "the essential nature or Porp" of a

)] .
thing and Something whici is nade like it.(aq‘ The artisg

it
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doas not make the essenece of the thing, nor the thing itself
(for that 1s the work-of & &n.f—t‘sn_mn), but he creates an
8ppearance, giv:_gs‘-a‘. sen'bla;mg}.of%_mgistence and is there=-
fore thrice rem‘cnve:i Irom the eseential, Secondly, if the

imitator ‘uses the essential and eternal as his model, his’
imitetion of the good ::lmi" fme oust by necessity.be beau-
tiful; but if his model is'e created object, then his imi-
tation-wvould. not be beaui:xful{ The poet is therefore con-
denned by Plato -«Qu.r his 'lmr.k 19 +thrice removed ﬁ:am the
truth, and thus frédsbeauty;-and is banished from the ideal
atate. -
Gervantes, in h‘.?.s turn, also believes-that many poets
ahould be ’_hnniaheﬁ'%m- Spain, yet his-objections are
directed against pocts.and- oot against poetry to vhj;gh he
&lves superiority over-#1% other human activitiea, 1In -
“doing tbis, Cervantes follows in the wake of the Italian
oriuc-st,- Bernardo Tasso and naniello, who "asserted that
Plato md »not argued\egainst poctg*ftselt but egainst the
ahise af poetry ,(Za) Ehj.s‘too a8 echoed by Sidney when he
says thamto vas “banim tho-dbuse, -not the thing,

not hnni.sﬂ.ﬁg 1.t, but gm.l.ns Jue honar vnto it,” =(23) )
Like H.i:ﬁturno, cemnterpointn it "the br}}d mclg- ~

livanesn of pootry. vh.ich may be sald to comprehend in ,-
Ltself eviry form of inman learding, . ."(2¥and estadlishes”
the superiarity of poetry over all other activities, For
Cervantes, poetry ies like




& trnder, young .ang extremely beautiful maiden,
whom all other maidens toil to enrich, te polish and
adorn, These maidens arg the other sciences; and
She has to be served by all, while all of then have
to justily themscluves by her, (25)
Doetry, theraforc: 3hould not drbase itself for Lhe make
of the crowvd or the court., It should restrict itself to
great kinds of poctry "in the forpm of hergic poems, piteous
tragedies, Or gay and artificial coredies , , ¥ angd
should not run to "base lampoons and impious sonnctg,"
Pocts are the evil-doers and poctryr "must not let herselr
be bandland by buffoons, nor by the ignorant vulgar", and
by vulzgar, Cervantes does nol mean the common and hugble
pcopla, out all "who are ignorart, even if they are lords
or princes."(as)

Sidney, too, complains "thai base men with seruile
wits vndertake 1t, who think it enough 1f they can hp
rewarded of the Printer" and these, "by tyeir owne disgraco-
fulnes disgrace the gpost gracefull Paesie;"(z?)Poet;y,
he declares elsewhere in the Agologie, i1s superior to all
eciences and,

indeede Paetris eyer setteth vertue so out in her
hest cullours, making TFortune her wel-wayting hand-
%ayd, that ane must needs be enamored of her, (28)
For "Pgesie,” he 8dds, "must not be drawne by the eares; 1t
Must bee gently led, or rather 1l must lead."czg)
The aﬁuse of poecry was again condemned by Cervantas

in another work, The Man of Glass, ore of his "exemplary"

novels, in which the main character is an eccentric but
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whd, like Dop Quixote, is 8ound on intellectual matters,

“hen another Student #@gked him what opinion he
held of poets, he answered by saying thet he had a
high respect for the science of poetry but none

for poets themselves; and when they wished to Inow
what he meant by that, he went orr to say that of

the infinite number of poets in the world there were
50 few good ones that they were practically negii-
glble; and thus, since there were no poets to speak
0%y he could not esteem them, though he admired

and reverenced the science of poetry, which con-
tains within itselr all the other sclences, makes
use of all of them, adorns itself with them, and
cleanses them, while Dringing to light its own mar-
velious works that fill the world with profit,
delight and wonderment, (3p)

He Quote: Ovid and Plato to provc "the esteem in which a
good poet is to be held", as divine, "vates", the beloved
of the gods, but
This is said of the ~ood poets, but what of the
bad ones, the boetasters? ‘What is therc to say
except that they are the nost stupid anag arrogant
tribe in all the world? (31)

Cervantes did not go further into Plato's arguments
against poctry because his own theory of poetry was: not
& transcendental but an empirical -one with its source in
the Poetics of Aristotle; ’Thgfgglieved that the objects
of imitetion were not Ideas or Forms but "the actions of
men?csz)and men being good or bad, we can represent them
as either better, or worsey or exactly es they are, Cépvantes
believed thé& art is an imitation and that it has to be
an exact iritation, At the same time,"art is not better

than nature, but perfects her}“(sy) Thus, eccording to




Corventes, authors and actors of drama hold
up to us at every step a mirror in which the
actions of human lifc are vividly portrayed,
Indeed there 13 no comparisen which presents to
us more truly what we are and what we ought to be
than the play and the players, (34)

Cervantes usos the analogy of the mirror in an
earlier passage when he gives a definition of drama that
he ascribes to Cicere: ", . .Drama, according to Tully,
should be a mirror to humasn life, a pattern of manners,
aru an image of truth;"(55) The image of the mirror is
suitable for his dual purpose of imitation, for it is
usad both as a reflection of nature and as the ideal
pattern we should follow, It is as an ideal that Don Quixote

.i&mourously cellcd by one of the characters in the novel
as the "mitror of chivalry™ and he himself speaks of his
horse, Rocinante, as the "flower and mirror of ataada;"(as)

It naturally follaows that the element of verisimili-
tude is essantial to imitation, end ic indeed equated
witp it, Cor the desired effect cen never be achieved
by"anyonte departing from verisimilitude or from that
imitaiion of msture in which lies the perfection of all
that is written,"(3?)consequently, if this 1s to be
achieved, then the element of probability is of grest
importance in a work of art,

It is for this reason that Don Quixote®’s books of

chivalry were burpt by the priest and the barber and
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only one of them was spared because it was "& rare treasure
of delight”, in which '

the k:ights eat and sleep mnd die in their beds,

and make their wills before they die, and other

thirgs as well that are left out of all other

books of the kind, (38)
The Canon admits that they give him e certein pleasur? when
he reads them, but "their adventures are incredible" ana,
later, that they are "beyond the realms of common sence,”
He points out all the'manstrous absurdities" contained in
v.oks of chivalry -~ wandering damsels and love-lorn prin-

c=33e6s, dragons, serpents and gients, spells, battles and

desperate encountcrs.(sg)

. Gervantes, however, p.rmits the imitatio. of ideal
hurman naturcc rather than actual nature in the cpic fc o 7+ 4
in the epic¢ hero who has jall those attributes which com-—
stitute the perfect hero, sometimes placing them in ene
aingle man, at other times dividing them among many,"

. =0 50, the use of such perfection is sabject to the ele-
o * of possibility or probability, for it should be con-
tained in Yan imgepdous plot, as close as possible bto the
truth:?(ao)
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Dealing with the concept of imitation in antiquity,

Prof, Richard McKeon asservs that

a third variant to the meaning of ; lato and Aris—
totle may therefore be said to derive from the
tradition of writers on rhetoric, In ageg this
view 1s at least contemporary with the otker Two




and it has Pernap; an Cyep longer ang certainl
less distorted Listory since the age of Plato, (41)

This thiprg variant or imitation 4s éssentinl to gn
uwdg“standingfnf thi major eritical theories orf the Renaisg-
Gance, for chiuy AmONY tne writeps of rhetoric wag
Horace who introducd a aw B2Aning to imitation and cop-
tributeqd greatly in T niing Ifnaissance critical thought,
Aristoile’a inflvenes an SUTor2 my date {rom the 16th

century, but llorace! irfluenas 00510 punh earlier and

"AL no period fror 2 A A3: to the ifnaissanc: dgec
the Ar: Pontigg 38000 o : Loovaad sl 105#,“(4?)
Sningarn also Quake: - N | "3CT N Tesn ol 1a
Cueva i {311, s TRl T Y MU Aee 57 the
Ttalians on SEANLL ~ng e i onf owme AT rLish nosi-
t.on hnig by oy, : E 1.5 Luyle Lnicn Le seis
Ao, in Wig Lps pacoa o)

Afls oblate o oagype oo, TTC s tate: matura, of
fiction Arainst 1 aa) i Ttrou aris ipaen ug2inst the
alstorical gven., waAs .raanslorpnaq by the rhocoriclans of
antiguity: "Truth, if it is discussed, is vaually qmeasured
in thesc later times by E5lcing wacther or not vhe evensg
took place, and whesner Lhe objeci was such as it is
representedn(44)

With Horace and the rictorizians, the enphasis
301LEs from the work of art ir rilatisn to the universe
to th~ work of ar- in relatisg v 4he zudience, The

Protirenc: given .o the wf .t . a #OIW 2. 4~F on an




audience was_uc furnish & griterion of art:

_ dorace’'s criticism is directed in che wain &
instruct the poet how to keep the audience ir tac.r
gseats until the end, how to induce che-rs anr
applause, how to please a Roman audieace, ara, oy
the seme boken, how to please all audiences &and
win immortality. (45)

Once the interest shifts from the work of a&rt to the
audience, imitation will be impertant only in so far as 1t
produces an eflect on that audience and not as an essential
and basic structure of the work of art,

® K K ¥ »

The concept of imitation h2ld by Cervantes, as well

as many of the critics of the Renaissance, was the one

expressed by Aristotle in his Pgetics:

_ Tt will be clear from what T have said that it
is not the poct's function to describe what has
actually nappened, but the kinds ol thing that might
happen, taat is, {nat coula happen because they arc,
in the circumstances, either probable or necessary,
The difference betwean tbs histc.ian and the poet

is not that the ona writes in prose and th. ulher
ir verse;, . ,The difference is that the one -
tells of what has happened, the othcr of the kinds
of things thet might happen, r this reason
poetry 15 something more philosophical and nore wor-
thy of serious attention than hisbtory; for while
poetry 1is concerned with universal truths, history
treats of particular facts,

By universal truths are to be understood the
kinds of thing a certain type of person will pro-
bably or necessarily say or do in a given situa-
tion; and this is the aim of poetry, although it
gives individual names to its cheracters. ({(46)

Cervapntes also distinguishes between the poet and tle

historian in the same Aristotelian terms:

. . o but it is onc thing to write as a poet

and another as a historian. The poet can relate
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and sing things, not as they were but as they should
have baen, without in any wa, affecting the truth
of thc matter, (47)

Sidney alse compares history wicth poetry and [inds
history lacking A pp—— qualities which poetry has,

« » o the Historian . , , is so tyed, not tc vhat

shoulde bee but to what is, to the particular trutl

of things and not to th~ =eneral reasorn of tlirgs,

that hys example draweth nc NECESSALY CONSed 1enc.,

and therefore = lesse fruitfvll doctrine, (a3’
Poetry, on the other hand, is nol "bound to te71 CHLRLS
ag things were"and its examples can give lelipnt 2rd aa-
teach through beaucy.(49)

It becomes evident, howiver, *hat tne Ripsi.zanc.
eritiecs, like Cervantes, "diu not completely Laderstand
the ideal element in Aristotle's conception."<50309rvantes
finds common traits between prctry arnd history hoth in
subject-matter and in thwir offat: historical books and
"their valorous exploits will entertain, instruct,
delight, and surprise the highest intelligence that reads
them. , . and you will rise from reading them learned in
history, enamoured of virtue, instructed in goodness,
inproved in manners, . ."(51)History is described by hiam
as the mother of truth, "rival of time, storehousa of
groat deeds, witness of the past, cxample and lesson to the
present, warning to the future,"(2)

Conseqhently, the Aristoteliar distinction between
peetry as dealing with universal truths, and hisiory :s

dealing with parvicular facts, is removed by Cer - t<.
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85 1% had- been removed by other writors end critigs of

the Renaissance - such as Daniello and Castelvetio -

both of whom foEnd that poetry and history had much i.,

common for both reppesent vices and virtues, "both teach,

delight and profit at the same time,n(53)
Castelvelro in common with most of the crities of
the Renaiszance seers te misconceive the P Zeoring
of ideal truth; for to the Renaisgance , , , truih
was regarded as coincident with fact; and nothing
that was not actual fact, nowever subordinated ts the
laws of probability and necessily, was ever callec
truth,  (54)

*- ¥ e L3 H

As ¥e have seen earlier, the work of Horace and the
rhetoricians was directed at the audience and one of the
functions of poeiry was to please or to instruct -~ "Poets
alm at giving either profit or delight, or at conbining
the giving of pleasure with some useful precepts of 11fe"£??)
for the poem "is begotten and ereated for the soul's
delight®, , .C56)Horace adds that "The men who has mnanaged
to blend profit with delight wins everyone;s approbation,
for he gives his rcader pleasure at the same time as he
instructs him."(B?)

In the same way, Cervantes Tequires the artist 5o have
the same effects on his audience for, when he speaks of the
drama, he says that the audience coming out of a good play
should be

entertained by the comic part, instructed by the
serious, surprised by the action, enlivened~by tho
Speeches, warned by the bricks, wiser for'tne mor‘al'!j
incensed against vice, and cnemoured of virtue, (& )
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Fucthermore, Ln both Horace aq? Cervantes, credibi-
lity is instrumental for imitationf;chieve its end,
othervise the audignce would neither be delighted nor instruc-s
ted, Imltation therefore should give the semblance of life
or literal truth, As Horace peints out, "Worka written
to give pleasura should be a5 true to life as possible, ang

sour play should not demand belief Ffor just anything that
catcaes your fancy;"(sg)His advice 5o the artist ig thera-

Torn

coat the experiencsd poet, as an initative artist,
scould look to alan life and cheracter for his
igo'els, “nd from -rep derive a language that is
cmn w0 Life, {0

fGalr, with regard to the guastion as to whether a

L

po:1 i *ar work of nature or of art, both Horsce and

Sepveri~s give the same answer, Horace speaks of the
necessity of "native genius" which has to be cultivated:

The question has been asked whether a fine poem

{5 the product of nature or of art, I myself cannot

see the valuc of the application without a strong

natural aptitude, or, on the other hand,ol native

genius unless it is cultivated - so true is it that

each requires the nelp af the other, and they

enter into a friendly coapact with each other, (61) j

while Cervantes speaks of knowledge helping nature:

"e « o the natural poet who makes use of art will
improve himself and be much greater than the

poet who relies only on nis knowledge of the art . .
So nature combined with art, and art with nature,

will produce a most perfect poe¥, (62)

-
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Cultivation of talent is theorefor~ important and the
writer must study and imitete the wriiires of others, "a » yoU
must give your days and night:s “ states Horace, "to the

LY
stidy of Greek modcls" , ., , ara 1adds thst the Socratic
3

writings would proviae the writer wite EaterialJ(SB’ Cervan-
tes,too, held the same opinicr when he s5aid that

when any paintcr wiches to win fame in his &art, he

endeavours to copy the pictures of the most excel-

lent painters he lknows; and the same rule cbtoing

for all ' professions and pursuits of_Eggsrtance

that serve to adorn the commonwealth,

3* 4 ¥ " »

In Cervantes, imitation is valig if it is based on
truth, for "no story is bad il it is truthful:"(65> Later,
towards the end of his novel and on seeing the second part
being printed, he says that "Works of invantion are oniy
good in so far as they adhere to truth or verisimilituds:"(ss)
When speaking of imaginative literature, he dsclares that
the morc it resembles the truth the better the fiction,
and the more probable and possible it is, the better 1t
pleaaes."(67) Thus, probability and possibility are on the
same level as truth and verisimilitude,

Fictions have to mateh the minds of their readers,
and . . . they may sc astonish, hold, excite, and
entertain, that wonder and pleasure go hand in
hend, Bone of this cun b achigved by anyone
departing from veri-imilitude or from that imita-
tion of nature in which lies the perfection of
all that is written, (&8)
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The guestion of the unity of a work of art was one
of the riost important elements of Repaissance criticism
and a work steod or fell according to whether it lacked

. and Horace

or 4id not lack unlty. Both Aristotleasdemand & measure
of unity in a work of art, Wita regard to plot, Aristotle
states that

the plet of a plzy, being Lhe representation of

an action, nmust prcsent it as a unified whole;

.and 1ts various incidents must be so arranged

that if any onc of them is differently placed

or taken away the effe¢t of the wholeness will

be seriously digrupted, (63)

For Horace, however, unity is not an orgsanic unity
but a mcans towards producing a specified effect cn his
audience - "It 1s a union of content and expression
suited to achiave a specified result,"(70) Because unity
as concelved by Horace is not preoper to the artiatic
organic unity of the work of art itself,

= « o« 1in Horace's doctrine unity has become a matter
of decorum which depends on consistency in the
reletions of the parts of the poem to one another
and appropriatcness of the language to the matter,
but it is otherwisc unrestricted except in view
of the reacticns of the atdicnces, (71)
In Aristotle's analysis of tragedy, the fable, the cherac—
ters, the dictien and the thought form an integral unity
with the whole work of art, With Horace,they are discussed
separatcly, to sec hov far each one of them is instrumen-

tal in producing pleasure and instruction in the audience,
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Cervantes speaks frequently of unity bdut not as a
feature of the organic unity of a work but as e means of
producing credibi}iﬁy and pleasure, Thus, in & work of
ert therc nust be beauty and harmony to cause delight t9
the mind, for "nothing ugly or ill-proportioned can cause
us any pleasure".(?22 but there can be no heauty and
delight without credibility:

What beauty can there be, or what harmony between

the parts and the whole, ar between the whole and its
paris, in a book or story 1n which & aixteen-year-
old lad deals a giant as tall as a steeple one blow
with his sword, and cuts him in two as 1f he were
made of marzipan? (73)

In the following gquotation, Cervantes refers to ihe
plPt in terms that seem Aristotelian, but the emphasis
of the image of the 1limbs of the monster 15 not because
they take away from tbe organic unity of the book but
because they render the figure distorted and ili-
propertioned.

1 have never seen 8 book of chivalry with a whole
body for a plot, with all its limbs cowmplete, so
that the middle corresponds to the beginning, and
the end to the beginning and,the middle; for thoy
are generally mede up of sa many 1limbs that they
geen intended rather to form & chimaera or a monster
than a well-proportioned figure, What is more,
their style is nard, their adventures are ineredible,
thelr love-afrairs lewd, their compliments absurd,
their bvattles long-winded, their speeches stupid,
thelr travels preposterous and, lastly, they are
devoid of all art and sense, and therefore deserve
to be banished from a Christien commonwealth, as a
useless tribe, (74
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"hus, 533 we See from this passage, Cerventes piaces
unity on the same level as tharacters, diction, and ineci- :nts
and considers them all equally from the point of wiew
of proportion, credibility, decorum and appropriatenass,

This propriety is direct:d as usual towards the a dience,
for "Fictions have to match the minds of their . :dero."(75>

The same propriety mus* br maintained wit: regard to

characters and dialogue, for if, as Horace says,
the speaker's words 2rc out of key with Lis fortunes,
8 Rowan audience wi)l cackle and Jeer to a man . . .
% will make & great diiference whether a god or a
hero is speaking, 2 0an 0. ripe yJears or a not-
headed youngster in the pride of youth, a woman of
standing or an officious nurse, a roving gperchant
or a prosperous farmer, (76)

Again, Cervantes cchoes Horace:
What could be more ridiculous than to paint us a
valiant old man and & young coward, an eloguent
servant, a statesmaplike page, a & as a porter,
and a princess a scullery«maié? (é??

The same considerations of appropriateness and credi-
bility apply to the unities of time and plage: the objec~
tion again is not because they break down the organic
unity of 2 work of art bubt because of thelr absurdity and
lack of credibility, “For what greater absurdity,” asks
Cervantes, "can there he in our present subject than for
& child to come on in’: the first scene of the first act
In swaddling eclothes, and in the second as & grown man

[ith a beard?"(78)
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There is e parallel pasgage in Sidney where he too com=-
£flains >f tic unity of time in some of the contemporary
plays:

ow, of time $hey are much more liberall, for ordinary
it 13 that two young Princes fall in lous. After many
trauerces, she is got with childe, deliuered of a
faire boy; he is lost, groweth a man, falls in loue,
and is ready to get another child:; and all %this in

two hours space . . «(79)

The anomalies of the unity of place were also oriticised
by Cervantes through the words of one of his chnracters;
I have seen a play whose first act opened in Europe,
its second in Asia, and its third ended 4in Africa,
ind 1f thera nad been four acts, the fourth no doubt

would have finished up in America; and Bo it would,
have been played in all four quarters of the globe,(80)

Jicney also complains of a stage where you have Asia on one
side and A{rica an the other, and"so many other vnder-kingdoms,

that the Fiayer, when he copmeth in, rust euer begin with
telling where he is, or els the tale wil not be conceiueﬁ?"(aq)
Ti - s.age will then become a garden, then a rock and & ghip-

wri ok, o cave and a battlefield,

In concinsion, Cervantes again stresses the credibility
snd v.risiniiitude that must be found in a play, otherwise
it will be imvossible to setisfy any average intelligenca,

1r the semv way a5 a faulty Ronan play would not satisfy &

Roman audience,

If imitation is the chief aim ol a play, hovw is 1t
possible to satisfy any average intelligence, when an
action pretends to take place in the time of King
Pepin and Charlemsgne, and yet they meke the principal
character in it the Emperor Heraclius, who enters
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Jerusalem heariw, the Crose and wins the Holy
Sepulchre, like Godfrey de Boullion, though there
was a whoie ago between the one event and the
other? And when the conddy is based on & fTictitious
story, hdw can they introduce historical events into
it, and mix in incideats that happened to different
pcople at dillerent times; and, even then, with no
attempt at verisirilitude, but with obvious errors
inexcusable on every count? (82)

» ¥ » .3 L]

Thus, in Itely in the 4eth century, a body of critical
thepry, taking 1ts sources [rom the classical revival of
the Renaissance, grew and developed, Furtherzore, this
body of criticism spread from Italy to France, England,
Spain and the other Fupopean ceptres of lcarning, This
movement had an international character ang this was seen
not only in the similar ideas shared by men of letters and
in their acceptance of classical sources (such ns Plato,
Aristotle and Horace), but also in their deviations
from their classical sources, In addition, each country,
with its insictence on the use of the vernacular language,
gave this critical system a national character of its own,
Cervantes, as we have seen, was influenced - like Sidney -
was influenced by classical writers as well as by this
Renaissance system of critiecal thought end was ahle to
apply his critical ideas to the great work that he gave
to world likerature,

] R» K » ). H
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