,_REHAISSAHGE ELEMENTS IN
THE ADVENTURES QF DON QUIXOTE

4 STUDY OF CERVANTES' CRITICAL STATEMENTS

e
- ke

Eva S, Saigh




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

them in The Adventures of Don Quixote.{"” This vi11 entasy

the compilation of his ideas from the different parts of
the novel, as well as their analysis and clessification,
From this, I hope to find out how far hisg 1deas can be
related to Ruropean critical thought of the “6th and 17th
centuries and how far his views fall into e coherent
syatem,

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

It 1s not often; however, that tkhe writer practires this
oriticism in the work or art itself as does Cervantes in
Don_Quixote, where he explains wnat he is trying to do

and relates it to the literary producbiona of other wri-
tera of his time and to the statements of other critics,
He defends a certain conception of art and a view of life
cangonant with his critical values and, from the eritical
point of view, reveals affinities with certain theorles of
literature,*

Cervantes' statements on art acquire particular signi-
ficance In Don Quixote since it is a ngvel in which "The
interaction of literature and life is a fundamental
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theme, . ."(E)The hero of the novel, Don Quixote, illustrate.
the effect of bad Jiteraturr on a deluded intelligence.

Ee trias"to turg life into art while it is yet being lived.ﬁg3)
with the result th;t not only "ths boundaries bhetween what

is 1ipaginary and what is real, but those betwcen art and
life, are indeterninable.”(*) The effect of this izagina-
tive litepature 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 fantastic situabions
for their amusement, on the Innkeeper who is liable to

turn into a second Don Quixote, and on tbose cultured
people who "devise imitation Arcadiass, Books affect people's
lives; llterature is part of thelr experience; Cervantes"
novel is, among other things, about books in 11£e,7¢5) 1n
the"Inquisition” held in the library over Don Quixote's
hﬁnks in which the barber and the priest sort out the books
that ere to be hurnt, it is amusing to note thc % the priest.
himself had 8 very intimate kmowledge of these books and

had abviously read them with great interest, (I,6)

. Since the hero could not distinguish botween 1ife and
fiction and "everything that cur adventurer thought, saw
or imagined seemed to follow the fashlon of his reading“gs)

it follows then that

the discussion of history (matters of fact) and
poetry {(fiction) in XI,3 . . « springs therefore,
like other such passages, from the wery heart of
the mnovel, )
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Furthersora, these views aré:}Eminiscent of" the
-gene;ai -i,de'aa wl the Renaissance and the revival of classi-
caiggﬁeaa_that o;s 1s driven to tﬁe.possibility of relating
them;;o,vhat 9ne'may call an’iﬁternational movemént of -
,crit?%ism in €he 46th century.
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A1l the q;aﬁhcters who discuss the basic problems of
literature in.the novel speak for their author, including
at times, strangoly enough, Don Quixote himself, He is at

_;timas in An ironic position because the alm of the novel is

an attack on novels of chivalry and the deluded hero is a
prey to them: _Author and characters alike attack these
novels of chiwvalry whicn are strongly defended by Don Qui-
xote who attempts to live the lifc of a knighé errant, to
ex¢lude the present, to resurrect an ideal and illusory
past and to "turn life into art." He had buried himself so

smuch in his books that he

~ x .

= Filled his mind with &1l that he resd in them, with

@ taents, quarrels, battles, challenges, wounds,

wooings, loves, torments and other impossible non-
sense; and 50 deeply did he steep his imagination dn
the belief that all the fanciful stuff he read was
true, that to his mind no history in the world was

* more authentic, (8)

Bt Don Quixote, who ends by denouncing books on chi-
nm-, has his sene moments in the novel during vhich he
impresses his %1§teners with his wisdom and wide learnindf

-
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Whenever he discusses problens of literature, his arguments
are as sound as those of the author or his apazed listeners
~ such as the Canon, the students and writers that he met
i
on the way, Again end again,
Don Quixote pursued his discourse so rationally
and in such well-chosen language that nonrc of his
hearers could possibly take him for a madman Just
then, (9)
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Miguel de Cervantes Saavedra was born in Alcald in Spain

in 1547 of an ancient but impoverished family, His fathor,
who was a doctor, 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
edﬁcation in his formative years from a schoslmaster wéll-
oriented in the new eritical spirit which was centred at
that time in Italy;('In 1568, at the age of 21, he took
service in Itely and, in ;5?1, took part in the dattle of
Lepanto which he described in the Captive's tale in Don
.Qgéxofe (I, 39-41), As also desc?ibed-in the tale, he

took part in other campeigns until 1575, when he ‘was cap—
tured by pirates as he was on his way home, and“was made
prisoner in Algiers for five years, He waa'raieaaed 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 he wes not successful at first, He wroto six
plays 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 immediate success, In 1613,
he publlshed & collection of short storles called Novelas
Ejemplares ("exemplary novels") and a tale of adventure,
Persiles ¥y Sigi%munda: 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
]

sevéral timese 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, Like
many Eligabethans of the day, Cervantes was a man of action
aa well as a man of letters, ", . . Ednund Spenser, Walter
Raleigh and Philip Sidney werc reapectively an edministrator,
e courtier and adventurer, and & soldier, yet for ali?ﬁhe
finest pocts of their day,"(1") unlike them, hdbver,
(except perhaps Spenser in the lest months of his 111e),
he found it bard to make a living,
Italy was the centre of literary criticlsm in the
16th century and its influence on Europe persisted until
the middle of the 18th when it was replaced by Prance,
The Repaissance came later to Spain than it did to France
and literary criticism did not begin there until the very
end of the 16th ccntury when it was completely dependcnt on
Iteltan auttorities;("2) owing to his kmowledge of the
"Italian langusge and to the years that he spent there as
a young man, Cervantos must have peen greatly influenced
bty the cultural movement in Italy,
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- The'Prologue to Part I of the novel capluras the
iessence of Cervantes' critical attitude, 1t tekes the
form of a conversation between Cerventes - «ho portrays
himaelf'iﬁonically as an author facing an imeginery
Iiterary prohlem - and a friend who attempts,no less
irbnichlly,to solvo it for him, It consists of a satiri-
cal indictment against contemporary literaxry conventions

[

and a statement of new ones based on a balance betwasen

-

) classical authority on one hand and “common sense " on the
other; The uhoie is written in @ sharp, satirical tone,
. Cervantes tells his fricnd of the difficulties that
he finds in writing a prologue, for he would have preferred
'np£ to trite-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; it is the fashion to place at the beginnings of
books:"(qa) The passage.in which Cervantes states his
problem is somewhat long but-should be quoted as it con=
tains his criticism of contemporary writing, He draws
“a sharp contrast between his own concise style with that
‘adopted Qy-his contemgoraries;
v . He wonders what "that encient law-giver'they call the
publich will say when they ses him come out with
a tale as dry es a rﬁsh, barren of inventiocn,
devoid of style, poor in wit and lacking in all
learning and instruction, without quotations in
the margins or notes at %hé end of the book;
vhereas I see other works, never mind how fabulous
and profane, so full of sentences from Aristotle,

Plato and the whole herd of philosophers, as to
impreess their readers and get their authers a .

— —
—



LCePUudting rgp wirda reading, erudition and cloquence?
And when taey qucta oly scripturat You will be

bound ¢o 53y ~hat they ape 50 many 34, Thomageg or

other dog.or, gf “he church, observing such 4n ingep=~
ious Soleninity in g+ all that ip one line they wiil
depict o ligtateq iover ard in bne next Dreach g
iittle ristinp hcmily, that is 3 treat and g pleg-
sure £o hoap op reai, My book will lack a1l this;

fur L hav: nothing to guote in Fhe “margin or to note

at the cnd, Hor do Teyen know what authors T ap follow~-

dukegs, Darquises counts, bishops, great ladiés'of

famous poets; aléhough w¥ere I to ask two or three

friends in the trade, I xnow that they woulg give

me them; , , 014

The reply or the auther's Iriend Teaches even mare

satiriea} heights, He tells him that the Sonnets, epigramg
and eulogies CAn be written by himselr and "baptiseﬂ“-qyd
8iven any pames pe Likes, "lathering theg on Prester John
PR ; or the Emperor o) Trebizond, , «"; as for the.quofa-
tions frog books, all he pag %o do is 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
Authors are listag from A to Z ang put this game alphabet

into his book: "Besides," pe concludesg cyaically, "nobody

falsifications were not only put intg bPractica but recelved
‘ -

thearetical Justificaticn, Imitation of the classics led

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

depends mainly on mechanica] Precepts ang rhetorieal devices,!
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Vida's Ars Poetica reveals many rhetorical tendencies and
suggests, among other things, "thet the poet should prepare

a list of phrasegs FHd images for use whenever occasion

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

lighed literary and critical conventions of his time,

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

work,

Nor do the niceties of truth or the calculations of
astrology come within the seope of its fabulous nar-~
rative; nor is 1t concerned with geonmetrical measure-
ments; nor with arguments that can be confuted by
rhetoric; nor does it set out to preach to-anyone,
mingling the human with the divine, . . (18)

Having astated wnat fiction is not, he then turns to what
fiction ghould be. 1t 1ls en imitasion, he says, "and the
more perfect the imitation the better your writing will be,"
He then defines what style he should use and the effect he
should have on his readers., Again, the passage 1s impor-—

tent enough 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 %he best of your abiiity and setting
out your ideas without intricacies and oﬁscurities;
Be careful too that the reading of your story makes
the*melancholy 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 thelr praise, 1I»

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 more; for
if you have achieved that, you will have achleved no

small thing., (19)




Thus, Cervantes has alroady s3tablished in hjs 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<ziisn the better), but alge the 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 tq influencing it
in a certaip direction{ A8 we sha1l Ste elsewhere ip the
novel, the eﬁphas%s will also fall on the affoct of g
work of art on the audience, The wopd "Irsiruction® ig
not used i; the two Prologues but 1t is useqd reneatedly
by the characters in the novel. 1n the Prologue to papt IT;
howevér, he angwers the €ritic who tells him that nis
novels are "satiricagn rather tlian “exemplary" though
they are Bood, to which he answers that "they eould not
be good urless they were good in every‘respcct.”<20)

# E N n oy

Cervantess Juztification of poetry containB-Platonic,
Aristotelian arq Horatian elements aIthoughltho Platonic_
are not basic to his concept of poetry, - Hdwever, Plato's
hold on the Reneissance wag too-gtrong to- be ignored ang
“Bis objection to g;efry}_as e&préééed in hig Qig;ggggg and
The Republic, had to be met by any artist or eritic commen~
ting on poetry, )

Imitétion s used by Platg 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

: 3 .
thing and Something whica is nade like it.(aq‘ The artisg

e
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does not make the essemce of ‘the thing, nor the thing itself
(for that 1s the work-of & &raftsmen), but he creates sl
sppearance, glv;_?s‘-a‘. sanbla:‘mg:,‘_of i / -existence and is there-
fore thrice remave:i Irom the eseential, Secondly, if the
imitator ‘uses the egsex;tial and eternal as his model, his"’
imitetion of the _goudmamfn'ﬁtme oust by necessity.be beau-
tiful; but if his model is'a created object, then his imi-
tation- would. not be beaut:.ful. The poet is therei‘ore con-
denned by P'lato **{m: his ‘Unrk 19 ~thrice removed .'Erom “the
truth, and thhs frodabeauty,” -and i1s banished from the ideal
atate, -
Cerwantes, in h-:i-.s turn, also believes-that many poets
ahould be '-yaniehaﬂ'%m- Spain, yet his-objections sre
directed against pocts_and oot against poetry to vh.iﬁh he
‘glves Bupérlority over-g% other humn activities, 1In
‘doing tbis, Cervantes ollows in the wake of the Ttalian
oriuc;r Bernardo Tasso and Daniello, who “asserted that
Plato hmd ot arguedggainst po;:tg;fftselr. but against the
abuae af poett;""(éa)‘;l-us"too a8 echoed by Sidney when he
says that to m "banidbg.n.g the\abuse, -pot the thing,

not hnn.t.sp.ﬁg 1t, but giuing gue honar vnto 1t,! =(23) ©
Like H:l:ﬁtumo, cemnterpointn it “the h:}ld :anlg-

nivenon of pootry. vhich may be sald to comprehend in -
itself eviry forw of imman learding, . «"?*)and ostablished*
the superiarity of -poetr: over all other activities, For

Cervantes, poetry is like




2 trnder, young ang extremely beadtifﬁl maiden,
whtom all other maidens toil to enrich, te polish ang
adorn, These maidens arc the other sciences; and
She has to be served by all, while all of then have
to justify themscluves by her, (25)
Doetry, theraforc: 3hould not drbasge itself for the make
of the crowd or the court., It should restrict itself to
great kinds of poctry "in the form of hergic poems, piteous
tragedies, Or gay and artificial coredies , , ¥ angd
should not run to "base lampoons and impious sonnctg,"
Poots are the evil-doers and poctrr "must not let herselr
be bandlaea by buffoons, nor by the ignorant vulgar", and
by vulzgar, Cervantes does nol mean the common and humgble
pcople, out all "who are ignorart, even if they are lords
or princes."(as)

Sidney, too, complains "thai bage 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 most gracefull Paesie;"(z?)Poet;y,
he declares elsewhere in the Agologie, i1s superior to all
eciences and,

indeede Poctris euer 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 adds, "must not be drawne by the eares; it
Must bee gently led, or rether 1l must lead,"(29)
The aﬁuse of poecry was again condemned by Cervantas

in anothaer 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 Don Quixote, is 8ound on intellectual matters,

Yhen another Student #Hsked 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
S0 few good ones that they were practically negii-
gible; and thus, since there were no poets to speak
07y he could not esteceq 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 ithem, and
cleanses them, while Dringing to light its own mar-
vellious works that fill the world with profit,
delight and wonderment, (2p)

He quotes 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? YWhat is there 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 Aristotiel ’Thgfgglieved that the objects
of imitation were not Ideas or Forms but "the actions of
men?csz)and men beinz good or bad, we can represent them
as either better, or worsey or exactly es they are, Cérvantes
believed thé& art is an imitation and that 1t has to be
an exact imitation, At the same time,"art is not better

then nature, but perfects her:“(sy) Thus, according to
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Cervantes, authors and actors of drama hold
up to us at every step a mirror in which the
actions of human life are vividly portrayed,
Indeed there 1s no comparisan which presents to
us more trily what we are and what we ought to be
than the play and the players, (34)

Cervantes uses 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 human life, a pattern of manners,
and an image of bruth;"(55) The image of the mirror 1is
suitable for his dual purposc of imitation, for it is
usad both as a reflection of mature and as the ideal
pattern we should follow, It is as an ideal that Don Quixote

.igmourously callcd by one of the characters in the novel
as thc "mitror of chivalry™ and he himself speaks of his
norse, Rocinante, as the "flower and mirror of steeds,”(6)

It naturally follows that the element of verisimili-
tude is essential to imitation, and i1s indeed equated
witn it, (or the desired effect can never be achieved
by"anyone departing from verisimilitude or from that
imitation of na?ure in which lies the perfection of all
that is wribtan{“(}7)00nsequently, if this is to be
achieved, then the element of probability is of great
importance in a work of art,

It is for this reason that Don Quixocte's books of

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

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

and mike 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 & certein pleasure whin
he reads them, but "their adventures are incredible" ana,
later, that they are "beyond the realms of comaon sence,”
He points out all the'monstrous absurdifzés" contained in
v.oks of chivalry - wandering damsels and love-lorn prin-
c=3s865, dragons, serpents end éiants, spells, battles and
desperate encountcrs.CBQ)

- Gervantes, however, pcrmits the imitatic. of ideal
hurman nature rather than actual nabture in the cpic fcma =4
in the epic hero who has "ell those attributes wiich vom-
stitute the perfect hero, somstimes placing them in one
aingle man, at other times dividing them among many,”

. xn 30, the use of such pe:ri'lac:t‘.:i.dn-l is sﬁ.b.ject to the ele-
L. “ of possibility or probability, for it should be con-
tained in Yan ingepdous plot, as close as possible to the
truth:f(qo) -

X . 0% K K % »

Dealing with the concept of imitation in antiquity,

Prof, Richarg HMcKeon assarts that

a third variant to the meaning of i lato and Arls—
totle may therefore be said to derive fron the
tradition of writers or rhetoric, In age, this
view 1s at leest contemporary with the otfer two




and it has purhap; on -¥en longer ang certainl
less distorted Listory since the age of Plato, (41)

This third variant or imitation 4s essential tgo gn
Understanding ‘of the ma.jor ecritieal theories of the Renaig~
Sance, for chisy WMONT Ehe wpt fapg of rhetoric was
Horace who introducd a2 .oy m=2aning to imitation and con-
tributed greatly ip Tiriniing TP naissance critical thought,
Aristoile’s inflvemes an HUTOr2 my date Irom the 16th

century, but llorace! irfluengs o250 puch eariier and

"AL no period fror B Augu oo ~3. to the ifnaissanc: dgec
the Ar: Pantigg LR Poviad a2y 105#,”(49)
Sninugarn alse L2 L LA S 1 uem "307 N Tigp ol la
Cucwva whig: 131s, Bl s WSS R ) <286 5f the
Ttalians an SEANLA A ia e d ool we SO TLAEn nosi-
T.on h=aigd By Hor: L. 3 “-0a% Lo7de Laici pe 52Ls5
ao. . in his hpe Paeei. 20 3)

ATLs o't o oagpv - o T b ate:s ragfura, of
fictinn axainst I agduh Tt ouoaris trakh ag2inst the

flstorical even., wag ‘raaiiorazl by the rhscoriciaans of
antiguity: "Truth, if it i di-cussed, i uauelly measured
in thesc later times by esking wacther or not vhe event
took place, and whesner Lhe objeci was such as it is
representeq, (44)

With Horace and the riictorizians, the emphasis
50ifts from the wark of art ir r:lation to the universe
to thr work of ar: in relatis: vt 4he cudience, The

ronirence given Lo phe wl7iit D @ work ou as on an




audience was_.c furnish » eriterion of art;

_ dorace's criticism is directed in che amain &
instruct the poet how to keep the audience 1r tacir
seats until the end, how to induce che-rg ans
applause, how to please & Roman audieace, ara, oy
the same token, how to please all avdiences &and
win immortality, (45)

Once the interest shifts from thoe work cf art to the
saudience, imitation will be impertant only in so far as 1t
produces an effect on tnat audience and not 2 an essential
and tasic structure of the work of art,

H X K X »

The concept of initation held by Cervantes, as well

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

expressed by Aristotle in his Poetics:

_ Tt will he c¢lear from what T have said that it
is not the poect's function to describe whal has
actually nappened, but the kinds ol thing that might
happen, taat is, that could happen because they arc,
In the circumstances, either probable or necesuary,
The difference between tbs histcoian and the poet

is not that the ona writes in prose and th. uviher
ir verse;, . ,The difference is that the one 7
tells of what has happened, the cther of the kinds
of things that might happen, br this reason
poetry 1s scmething more philosophical and nore wor-
thy of serious ettention than history; for while
poetry 1s concerned with universal truths, history
treats of particular facts,

By universal truths are to be understood the
kinds of thing & certain type of person will pro-
bably or necessarily say or do in a glven situa-
+4ion; and this is the aim of poetry, although it
gives individual names to i%s cheracters. (46)

Cervantes alsc distinguishes between the poet and tle
historian in the same Aristotelian terms:

. . o but it is onc thing to write ss 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 way affecting the truth
of the matter, (47)

Sidney alse compares history wich poetry and [inds
history lacking in‘those qualities which poetry has,

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

shoulde bee but to what 15, to the particular trutt

of things and not to th> seneral reason of tlhirgs,

that hys example draweth nc Necesshry Consed ienc.,

and therefore = lesse fruitfrll doctrine, (a3’
Poetry, on the other hand, is noi "bound to ts71 TilRy3
as things were"and its examples can give leligut 2nd 2a-
teach through beauty.<49)

It becomes evident, hnwiver, ‘hat the Dzpsi.=anc.
critics, like Cerventes, "diu not completely Laderstand
the ideal element in Aristotls's conception," %% Gervantes
finds common traits between pectry aré history hoth in
subject-matter and in th~ir effet: 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, inspructed in goodness,
inproved in manners, . .“(51)History is described by him
as the mother of truth, "rival of time, storehouse of
great deeds, witness of the past, example and lesson to the
present, warning to the future,"(52)

Conseqhently, the Aristoteliar distinction between
poetry as dealing with universal truths, and hisiory -s
+

L‘i'.J

dealing with particular facts, is removed by Cor -.
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85 1t had-been removed by other writers and erities or

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,u(33)
Castelvelro in common with most of the critics of
the Renaissance seers te misconceive the Py Zeoring
of ideal truth; for to the Renaisgance , , , traih
was regarded as coincident with faet; and nothing

that was not actual fact, nowever subordinated ts the
laws of prob§bility and necessily, was ever called

*- ¥ 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 created for the soul's
delight®, , .C56)Horace adds that "The men who has managed
to blend profit with delight wins everyone;s approbation,
for he gives his rcader pleasure at the same time as he
instructs him,"(57)

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 enemoured of virtue, (54)
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Fuctherrore, In both Horace and Cervantes, credibi-
lity is instrumental for imitationf;chieve its end,
othervise the sudience would neither be delighted nor instruce
ted, Imltation therefore should give the semblance of life
or literal truth, As Horace points out, "Worka written
to give pleasure should be as true to 1ife as possible, and

sour play should not demand belief for just anything that
catcnes your fancy:“(sg)His advice %o the artist i5 thera-

Torae

crat the experiencad poet, as an inmitative artist,
<could lock to auran litfe and character for his
io'rls, “nd from -rem derive a language that is
Smin $o Tife, (.0

fGalr, with regard to the guastion as to whether a

L

o i %n: work of nmature or of art, both Horace and
b ’

Durvarios give the same answer, Horace speaks of the
8 :

necessity of "native genius" which has to be cuitivated:

The question has been asked whether a fine poem

15 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 reguires the nelp af the other, and they

enter into a friendly coampact with each other, (61)

while Cervantes speaks of knowledge helping nature:

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

poet who relies only on his knowledge of the art . . .
50 nature comblned with art, and art with nature, -

will produce a most perfect poe%., (862)
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Cultivation of talent is therefor~ important and the
writer must study and imitcte the wriiir;s of others, " o you
must give your days and night: * states HForace, "to the

i
etudy of Greek modcls" , ., , ara 2dds that the Socratic
3
writings would provide thc writer witk :ateriala(sa’ Cervan-
tes,too, held the same opinicr when he said thet
when any painter wiches to win fame in his art, he
endeavours to copy the pictures of the most excel-
lent painters he knows; and the same rule obtoins
for all profaessions and pursuits of}&gggrtance
that serve to adorn the commonwealth,

¥ ® N B K
In Cervantes, imitation is wvaligd 4&f 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

bedng printed, he says that "Works of invention are only

good in so far as they adhere to truth or verisimilituda:"(ss)

When speaking of imaginative literature, he dsclarea that
the morc it resembles the truth the better the fiction,
and the more probable and pogsible it is, the better it
pleaaes.“(s?) Thus, probability and possibility are on the
same level as truth and verisimilitude,
Fictions have to match the minds of their readers,
and , . . they may sc astonish, bheld, exc;teinand
entertain, that wonder and pleasure go hand
hand, Bone of this cun b-- achiecved by anycne
depasting from veri-imilitude or from that imita-

tion of nature in which lies the perfection of
all that is written, (&8)

5 L * ¥ .3




Thic guestion of the unily of a work of art was one
of the riost important elements of Renaissance criticism
and a work steod or fell according to whether it lecked

. and Horace

or did not lack unity. Both Aristotleademand & measure
of unity in a work of art, Wita regard to plot, Aristotle
states that

the plot of a play, being the representation of

an action, must prcsent it as a unified whole;

and its various incidents must be so0 arranged

that 4if any onc of them is differently placed

or taken away the effect of the wholeness will
be seriously disrupted, (693)

For Horace, however, unity is not an organic unity
but a mcans towards producing a specified effect on his
audience - "It 1s a union of content end expression
suited to achiave a specified result:"(70) Because unity
as concelved by Horace is not proper to the artistie

organic unity of the work of art itself,

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

tal in producing pleasure and instruction in the sudience,
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Cervantes speaks frequently_of unity but not as a
feature of the organic unity of a work but as & means of
producing credib{}iﬁy and pleasura, Thus, in & work of
ert there nust be beauty and harmony to cause delight tg
the mind, for "nothing ugly or ill-proporticned can cause
us any pleasure".(?ez but there can be no heauty and
delight without credibility:

Wnat beauty can there be, or what harmony between

the parts and the whole, ar between the whole and its
parts, in a bock or story in which & sixteen~yecar-
old lad deals a giant as tall as a steeple one blow
wilth his sword, and cuts him in two as 1f he were
made of marzipan? (93)

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

I have never seen & book of chivalry with a whole
bedy for a plot, with 811 its limbs complete, so
that the middle corresponds to the beglnning, and
the end to the beginning and,the middle; for thoy
are generally made up of so many limbs that they
seem intended rather to form -2 chimaera or a monster
than a well-proportioned figure, WhHat is wmore,
their style is nard, their adventures arce ineredible,
thelr love-afrairs iewd, their compliments absurd,
tneir battles long-winded, their speeches stupid,
their travels prepostercus and, lastly, they are
devoid of all art and sense, and therefore deserve
to be banished from a Christien commonwealth, as a
useless Stribe, (74)
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"hus, 33 we See from this passage, Carvantes piaces
unity on the same level as characters, diction, and inci :ntgs
and considers them 81l equally from the point of view
of proportion, credibility, decorum and appropriateness,
This propriety is direct:d as usual towards the a dience,
for "Fictions have to match the minds of their . dep.. (75

The sam¢ propriety mus* br maintained wit: regaerd to
characters and dialogue, for if, as Horace says,

the speaker's words zrec out of key with hLis Tortunes,
8 Rowan audience wi)l cackle and jeer to a man . P
% will make a great dilfcrence whether & god or a
bero is speaking, & man oi ripe years or a not-
headed youngster in the pride of youth, a woman of
standing or an officious nurse, a roving gerchant
or a prosperous farmer, (76)
Again, Cervantes echoes Horace:
WYhat could be more ridiculous than to paint us a
valiant old man and 8 young coward, an eloguent
servant, a statesmapiike page, a & as a porter,
and a princess a scullery«mai&? (é??

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

4ith a beara?"(78)
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There is e parallel passage in Sidney where he too com-
flains of tiz unity of time in some of the contemporary
plays:

ow, ol time they are much more liberall, for ordinary
it 13 that two young Princes fall in loue, After many
trauerces, she is got with childe, deliuered of a
faire boy; he is lost, groweth a man, fells in lous,
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 characters:
I have seen a play vhose first act opened in Europe,
its second in Asia, and its third ended 4in Africa,
And if thers had been four acts; the fourth no doubt

would have finished up in america; and s0 it would’,
have been played in all four quarters of the globe,(80)

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

that the Flayer, when he commoth in, pust euer begin with
telling where he is, or els the tale wil not he.conceiueﬁ?“(aq)
Ti - s.age will then become a garden, then a rock end & ship~-
wri sk, o cave and a batilefield, )

In concinsion, Cervantes again stresses the credibility

snd vierisiciiitude that must be found in a play, otherwise
it will be imwossible to setisfy ony average intelligencey
1n the semv way as a faulty Ronman play would not satisfy a

Roman audience,

If imitation is the chief aim ol a play, how is 1t
possible to satisfy any average intelligence, when an
action pretends to take place in the time of King
Pepin and Charlemagne, and yet they meke the principel
character in it the Emperor lieraclius, who enters
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Jerusalem beariw, the Crose and wins {he Holy
Sepulchre, like Godfrey de Boulllon, though there
was a whoie Ago betweer tne one event and the

other? And whun the conddy is based on & Tictitious
sLory, how can they introduce historical events into
1%, and mix in incideats that happened to different
people at dilferent times; and, even then, with no
attempt at verisimilitude, but with obvious errors
inexcusable on every count? (82)

» ] x H ]

Thus, in Italy in the 4eth century, a body of critiecal

thepry, taking its sources [Irom the classical revival of

the Renaissance, grew and developsd, Furthermore, this

body of criticism spread from Italy to France, England,

Spain and the other Bupopean ceptres of learning, This

movement had an international character and this was seen

not only in the similar ideas shared by men of letters and

in their acceptance of classical sources (such as 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 criticel systenm 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 critical thought and was ahle to

apply his critical ideas to the great work that he gave

to world literature,

» ® K o )3 H
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