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ABSTRACT . .o

D.n:lel was not, as is usually assumed, orthodox Petrarchist. Nor does
Delia lack dramatic and thematic unity, ving as it does for its central
theme the development of the artistic consciousness through the inspiration
of love and the growing awareness of the nature of beauty and art. Daniel
opposed the stylistic excesses of Petrarchisa, striving to create a son- "
netry wholly his own and truly Engligh. The concepts of love and of the imor-
tality of art in Delia are dependent upon Neo-Platomic thought: , but are ne-
vertheless original. The latter concept apvears in Daniel's mature, philo-~
sophical wr:lt::lngs. . ‘

Daniel n'‘est pas, comme on dit souvent, un P/trarquiste bien pensant, et De-
1lia ne manque pas d'unité dramatique et thématique. L'oeuvre a pour thime
ceutrale l'evolution de la conscience art:l.stique par 1'amour et par la prom-
titude de la beauté. Daniel &tait opposé aux excés du style Pétrarquiste et
a developpé une poésie amoureuse tellement a lui et vraiment angla:lse. Les
concepts de 1'amour et de 1'i-orta1:lte de 1'art que Daniel présente dans
les sonnets sont basés sur des idées neo-platoniennes, mais ils sont ori- '
ginaux. Nous les trouvons encore dans ses oeuvres philosoph:lques €crits
bien apres Delia.
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INTRODUCTION

After centuries of. neglect Samnel}Daniel is finally beiﬁg accorded the .
attention and respect that he deserves. The past few years have seen ;hree
::> _fiﬁe, book-length studies devoted to his life and work.l We at last have a
. reasonable biography--though certain phases of his career are stiil.an dis-
pute--and what amounts to a serious reevaluation of the significance of his
achievement. A great deal, however, still remains to be done. Daniel pro-
'\\ duced works in almost every ma jor Renaissance genre: s love lyrics, songs, \
<~ . tragedies and pastoral comedies, a verse narrative, aghistorical epic, verse
epistles and dislogues, an outstandingly incisive critical essay, and a prose
history of England. fhe strength of his intellect and the excellence of his
' art were acknowledged by the finest minds of the age; the Countess of Pem-
broke, Fulke Greville, John Florio, and Camden were but. a few of his close
acquaintances., Pbeti ranging from the poorest, from Pseudo-Constable2 to
Shakespeard® himself imitated him, Daniel was, to quote C. S, Lewis, “the
most interesting man of letters wh9m that century produced in England."h
Obviously, it takes more than three biographical and critical étudies, how~

. ever fine, to guide us through the richness and diversity of his works. "

b
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Not least among the writings that have still to be carefully examined is
, the sonnet sequence, Delia. This, Daniel;s loveliest work, ranks among the

crucial sequences of the period. Firs% published in part by the pi;ate prin-
¢

ter Thomas Newman/ia\}5915 alongside Astrophil and Stella, Delia is the first -

fruit of the new school of sonnetry tﬁaL{Sidhey established. Its influence
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is to be felt in almost all of the love sonnetry of the ere; in fact, with-
¢ out this model the "sonnet craze" of the nineties would quite probably never
have dttained such impressive proportions. Daniel's early reputation, a v;ry
enviable one, was:founded upon it, and if today he is at all remembered it
is for the two or three ;:’gulirly anthologized sonnets from Delia which not

’ ' a re.w‘ editors h;wa Judged the .finest in the language.
Yet critics ha.vc; ignored Daniel's sonnetry. Prejudiced by an antggoniam
towards E];izabetknn love sonnet sequences that date back to the last century,
. they haye systematically neglected, misunderstood, and undervalued Delia.
Of‘the few critics who have felt 3blige& to deal with it, the mae jority con-
fined their commentaries to misleading, éeneralizations. A minute nunber,
——‘r.a.king the opposite cour‘se' céncentratted on biograrhical and source studies.
Very seldom has anyone approached the work to discover the uniqueness of its
értistry, even t.'hough the most cursory glance assures us that Delia contains
poetry of unmatched excellence.
) The biographical\investigations, as one may expect from the dearth of his-
torical reference in the sonnets, have yielded very little. It has been

established within a reasonable margin of doubt that the original Delia was

. not, as tradition holds, Mary Herbert, Countess of Pembroke. But the true
:identity, or, for that matter, whether she actually ever existed--whetner
t.m; lady of the sonnets is a portrait o} a tiction-=-has not, and 'most. pro-
bably never‘ will be, established. The question is, however, not a crucial

{
one. The work, as we shall see, is not autobiography but art; allusive,
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but definitely not hiftorical. As the' vast majority of Renaissance sonnet
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Eequoncea, }t’waa meant to be appreciated as a fiction, a "made thing®, an&
to impose a bilographical pattern upon it is to destroy its aesthetic inte-
grity. (For this reason we shall, though taking certain biographical ele-
ments into consideration, approach Delia as a work of art, referring to and
treating the “I" of the sonnets not as Samuel Daniel; but "Delia's lover™,)

While biographical investigations yielded little besides touch and go
hypotheses, the source studies fxave be‘en very fruitful, but neither sweet
nor just. Until very lately critics were not concerned with analyzing how
Daniel rahes use of the models he adapts, but, without even a cursory regard
for Elizabethan concepts of "imitation", simply itemized sources and influen-
ces and, citing this loaded evidence, brandeci Daniel as a servile imitcior
of the sonne-ceers of France and ltaly. "Fortunately, fwihhin the la’.st. tew
years opinion has turned abo;xt, and critics are finally examining the glaring
differences between sonnets and their nodels. This ahif-t. in method is exen-
plif;ed by the conflicting evaluations of two eminent scholars. _ Sidney lee
dismissed Delia as "a haphazard rosaic of French and Italian origina.ls."7
Patricia Thomson, who has looked at the sornnets as carefully as Lee ever did,
states that "when Daniel does imitate a specific literary model, he can
make a new pocn of i‘t."8 Joan Rees9 and Pierre Spriehlo will agree with this
succint stat.g::ue;nt.

The dax.aée is, however, donc. The examples of Jidney and his schoo,lll:;ot

only directed critical attention almost exltisively towvaras sources and in-

fluences, but, what i3 worse, faulsely labelled Pelia as a unerely conyentional

/
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effort, as an orthodox c«ercize in traditional I’etrarchi';é.: sopnetry. .z,

-



. subnet,y",“‘and C. F. Williamson

even critics appreciative of Delia finally maintain that it is devoid of
serious intellectual valug; that it 'is technically admirable, but lacking
in substance. C. S. Lewis, for example, called the sequonce "a nasterpioce

of phrasing andknwlody" and added tnat "it offers no ideas, no psychology,

[

' énd of coursc no story."12 less kindly, Patrick Crutwell declared it "the

quintessence‘of the Petrarchan, unenlivened by anyﬁdoubt or originality."13
, Quite recently, attempts have been made to answer these charges, which -
are characteristic.of the modern attitude towards Delia. Joan Rees has
shown that the sonnets are ;gdee&;wa}géple for their "notable psychological
‘ lsthat they do form an organized whole which\
adumbrates a story. Williamson demonstrates that neither the attitudes of
the lover towards Delia nor their relationship is static, bul that as the
sequence progresses the lover comes to realize that although he will never
win Delia's love with his poetry, he is capable of granting her‘the immor-
tality of his art, of assuring that her beauty is preserved against the

workings of time in the very poems she scorncd.

Williamson's short study can be truly called revolutionary. Above any

others, it has revealed that Delia contains much more than meets the casual

eye, that the work is a carefully pianned and successfully finished organic
whol:’with a distinct ce'nt.ral theme, and not, as Lee had it, "“a haphazard
mosaich., However,‘Williamson's analysis is, as one expects of a ground-
breaking study, not definitive. lle ignores certain aspects of the lover's
developuent and, as we shall see, actually misinterprets the conclusion 6!

the sequence., Furthermore, while he suggests that Delia does offer ide;g,
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he adds that these are "weriest commonplace among the sonneteers",l6 thus
effectively siding with lLewis. Even more importantly, he fails to answer

the most serious charge brought against Daniel, that he is a mere Petrar-

chist,
This is, in part, what this essay will endevour to do. will also exa-
mine the central and secohdary themes of the work to demons e that Delia

is a testing ground for concepts Daniel later articulated in his apologia

pro_sua vita, the much applauded Musophilus: A _General Defense of all

learning. Of coursec, because the sequence is not ratiocinative like Muso-

philus, but, like Astrophil and Stella, dranatizes rather than states its

themes, we shall have to examine it -carefully from begihning to end, obser-
ving modifications in the lover's attitudes towards Delia, himself, and his
art, changes in tone, and the organic development of patterps of imagery.

The sequence is, as we shall see, divided into three major sectiong with
a different type or combinations of types of sonnets characterizing each.
At the start of the sequence, the lover is exclusively occupied with praising
Delia's beauty and lamenting his'swn torirent in an effort to win her love.
Further on, the "praise and complaini' sonnets are replaced by the carpe diem
and from then on it is eternizing sonnets that predominate. In thesg, instead
of begging Delia to show mercy or urging her to “seize the day", the lover
devotes himself to the preservation of her beauty and virtue against the de-
pradations of time and mutability within the imperishable medium of poet;y.
By the very end of the sequence (Williamson fails to notice this), having \

thus attained though not possessed Delia's beauty, the lover finally decides
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that as any attempt to win her is futile and as she doean't care a bit about
the immortality of art, he had better find a new source of inspiration and so
make rewarding use of his new found powers.

Jt is in this way that Daniel presents his major theme, the growth of the
artistic consciousness from its initial state of dependence upon beauty for
inspiration to the brink of an artistic maturity where the ideal of beauty
itself, and not the cruel smiles and frowns of & beautiful girl, provides
the inspiration and to an extent even the subject of poelry. In short, he
describes the transformation of a lover into a poet.

Following this theme's development, we shall pause at appropriate places
to determine the philosophical background of the ideas that the‘sequence
offers. Mosl time will 'be spent on the most important-— that of the immor-
tality of art. Reference will be made to other works of lhniel's'which.for—
ward -this concept?—-mainly Musophilus--and the degree of Daniel's dependence
on Neo-Platonic aesthetics for theoretical support will be gauged. This is
an indispensible analysis, for, although Daniel's belief in the immortality
of poetry lies at the basis of his phidosophy of art, it has yet to be pro-
perly examined.

Part of an early chapter will be devoted to the analysis of the nature of
the love described in Delia to clarify some of the reasoning behind the eter-
ni;ing sonnets and to provide us with an opportunity ?o appreciate the inte~
llectual independence with which the young Daniel approached a body of ideas
as popular as Neo-Platonism was in the sixteenth century. In both these

analyses, we shall refer to not the classic works of Neo-Platonism--Plotinus!
-7
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and Fic&no's-—&ut such as were more accessjble and relevant to Daniel:

i %
Spenser's and Giordano Bruno's. Comparison of the Italian's philosophy of
love with Daniel's is particularly interesting as it clearly demonstrates

that our poet could take ideas from the most persuasive works without sacri-

ficing his own views. .

Thus, we shall :'zee that Delia does offer ideas and that it has a much
more finely defined *'story" than critics have so far cared to adxxxit; but
there still remains the most serious criticism to consider-~-that the sequen-
ce is little more than an orthodox exercise in traditional forms. Therefore,
to show that Daniel is not, to‘ adapt a phrase, one of "Petrarcht's apes",. thig
essay begins with a comparison of Delia and her lover with the standard Pe-
trarchist hero and heroine, and throughout attention will be drawn to the
manner in which Daniel approaches the conventions and mannerisms of Petrar-
chist sorm;zt.ry. As we shall see, he not only excludes a great ‘\g.riet)} of '
conceits and types of sonnets from his sequence, but systemtic{lly avoids
the stylistic excesses that make Petrarchism a pejorative term in our criti-
cal vocabulary. ‘

The,conclusi‘?n of the sequence, we shall find, actually hints at the aban-
donment of love poctry for higher themes and a st.erne‘r style. We shall there-
fore finally consider whether Daniel meant Delia's lover's final decisit;n
to mirror his own dissatisfaction with love poetry and refer to his critical
writings to discover what he proposed as an alternative. In this way it will

be possible to ascertain how he was dissatisfied with Petrarchism and thus

better appreciate what he was trying to accomplish in Delia.
\ :




Unfortunately, this essay lacks the space for a serious u?l:lnnuon of
the shift in Daniel's style from the relatively ornate of the sonnets to’ the
plain, ratiocination of Musophilus and the neg~classical verse epistles, but
some comparison will be made a.nd enphasis will be Placed on the fact that as
early as the compoaition of t.he somnets Daniel insisted that English poe}p
foster the esaential genius of their own tongua, that :Lnst.ud of apeing the
% h and Italians, they dovelop a truly English literature.

Because Delia has been so neglected, & good part of this study is devoted

' to the diaeovery of the excol.jlance of individual sonnets and the themtic

and structural ‘unit.y of the sequence as a whole. In this regard, I spould
apologize that limitations of sface preclude extensive comparison of Delia

with other sequences. However, at least a few sonnets will bdexamined

. — /
beside ones by Drayton on similar themes and, whenever possible, the degree

of the conventionality of Daniel's work will be noted. It has already been ‘

‘established what he took from the Petrarchist tradition; we shall see how

. » -
he made use of this material, how he imposed the forms of his unique artis-
tic personality upon it.

Pi:a}]y, I must make clear that by the term "Petrarchist® I do not =mean

the manner and method of Petrarch, but that of the unquestioningly imitative

' 4
sixteenth century poets who mishandled the traditional forms that he refined -

and shaped. I co not subscribe to the widespread opinion that Petrarchisn
\

had a. stuntihg effect onsthe poetry of the English Remaissance: The greatast

love poens of the age are, after all, love sonnets. Even if one considers

Sidney's and Slakespeare's sequences anii-Petrarchist, he must admit that
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they had their first nourishment from that tradition. What I do consider
Gnworthy is the lack of critical self-awarencss that undermines the method
of the mere Pe\t.rarchist, ; the blind acceptance of conventions and mannerisms'

alien to the essential character of English poetry and the frenzied attempts

o

.to ape the southern E}xropcan poetic tempexgment,.

e
r

We shall see that Daniel did not fall victim to this common artistic na-

lady.

&g
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(london: kacmillan, 1973). . |
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rized edition of Delia containing fifty sonnets. Eight more editions were
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practice, I use tne first edition of 1592, ed. A. C. Sprague, in Poems and
") Defence of Ryme™ (1930; rpt. Chicago: University of Chicago Press, 1Y65),
this edition being tne only accessible and usable one. Reference will be
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and corrections’are recorded by Sprague, pp. 170-93), but the fifty sonnets
of the first authorized edition are to be considered as the authentic form-of
the sequence. The sonnets that Daniel adced are almost all perfuncir rY
efforts produced to boost the sales of new editions and his corrections de-
prive the'poems of their f{reshness and vitality. The first edition of 1392,
written wilh the greatest imaginative force and lyric facility is by lar tre
preferavle one. ) N /

I cite added sonnets thusly: (1594, XXX; p. 183). The date refers to
the editdon, the horan nuwmeral to the number of the sonnet in that edition,
and the page nurber to where it is reproduced in Sprague. 1In all quotalions
I retain original punctuation and spelling, modernizing only st's, u's, v's,
and j's. I do not indent verses or repruduce ornstcntal capitals.
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DELIA AND HER LOVER

\

N\

As the appearance of the lady and the suffeJings of thé lover are anong ‘
the nost standardized elements of Petrarchist sonnetry, a good way uf evalua-
ting the originality of a poet's approach to the tradifion is to see how his
pair differ from the norm. applying this test to Delia, we find that githougﬁ
both the lady and her lover are basically Petrarchist in conception, Daniel
is anything but unquestioningly conventional. Not only does he outrightly
'feject hiéhly charactgristic elements of the tradition and treat those he
retains in an individual manner, but he manages to make his pair more im- -
pressively life-like than the standard figures. As the sequence progresses,
Delia appears in different postures against changing b&ckgrounds and her lo--
ver develops emotionally and intgllectually, turning from her abject slave
into a self-confident poet for whom the eternization of beauty is more im-
portant than its péssession, and the satisfaction of art more fulfilling than

success in love.

l. The lover and Petrarchist despair.

\
t

It is not only the modern reader who is dissatisfied with the Petrarchist
treatment of tﬁe effects of disappointed love. More than ten years before
Qg;igaﬁidﬁey had complained that fashionable love poets 'bewray a want of in-
ward tuch"l, that their complaints lack depth and substance and too often are
no more than mere exercises in a stale rhetoric.

Daniel came to a2 similar conclision. Rejecting much of the elaborate ma-
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chinery of the tfaditi_onal complaint, he’ strives for the psychological vera-
city of‘tha.t 'rinward tuch". True, he faiis to create a persona as well

rounded as that of Astrophil, but we do commiserate with Delia's lover. His
emotions are impres;sively real. It is not..the drone of the mere Petrarchist

working his way through the standard antitheses of the "I burn-l freeze" sort

!

and making the expected mythological comparisons that we hear in t‘hese son-
nets, but the human voice of a man in great despair, a voice in which one
may find the echoes of his own sadness. . ‘

The best complaint in Delia iys’the- famous "Care Charmer Sleep" (XLV) (e
shall examine it later on), htiﬁt sonnets V/a.iici: IX: dt.;' not rank far behind. In
these too Daniel uses-conventional mythological conceits with umna.tcﬁed subt-

lety and freshness and succeeds in both conveying and deftly analysing emo-

[}

e

tion.
A

Whilst youth and error led my wandring minde,

‘And set my thoughts in heedeles waies to range: |

All unawares a Goddesse chaste 1 finde,

Diana-like, to worke my suddaine change.

For her no sooner had my view bewrayde, -

But with disdaine to see me in that place:

With fairest hand, the sweet unkindest maide,

Castes water-cold disdaine upon my face.

which turn'd my sport into a Harts dispaire,

Which still is chac'd, whilst I have any breath,

By mine owne thoughts: set on me by my faire,

My thoughts like houhdes, pursue me to my death.

Those that 1 fostred of mine owne accord,
- Are made by her to-murther thus their Lord.

o~

v)
t
Conspicuously absent from this description of the lover's infapuat.ion is
the witty account of the Cupid's darts'! progress through the body; The Acta.een

fable, on the other har;d, is a popular enough Petrarchist motif but, Daniel
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does not use it decoratively. Only the very basic facts of the story are

retained, and tﬁese are compressed into images like "Castes water-cold dis-
da.ir;e upo‘sn-my face"™ and "turn'd my sport into a Harts dispaire",' the complex- \
ity of which is symbolic of the confusion of the lovert's afflicted mind.
Had Daniel followed the path of the ort.hodo;c Petrarchist, he wou}d never

have achieved such striking effects of condensation. Watson, for example,
begins his poen: on the same theme in the traditional manner:

Diana and 'her nimphs in sylvane brooke,

Did wash themselves in secret farre apart:

But bold Actaeon dard on them to looke,

For which faire Phoebe tournd him to a Hart..2

Watson sets the Ovidian scene and diffuses concentration through detail;
Daniel mentions neither the pool or the entourage of nymphs, or even Delia's
nakedness. Such detail would smudge the tense clarity of the poem and ;.hus
destroy it, for it is not a colourful variation on a tradilt,ional theme but a
lens revealing, as Joan Rees puts it, "some region of inne:r experience."3
This inner realm has a mt.‘vrai:ly symbolical t.Opogra.pm{, adwabrated by "heed-
eles" and highlighted .through the suggestive force or(the qua.si-—person.ifica.—
tions "youth and error", The scene is set not‘for} fashionable Pet.ra}chist
masquerade, but a psychological morality. “My thoughts...Are made by her to
murther thus their Lord" refers to more than a mere shift of the ai‘fections.
Desirg  has comnitted regécide: reason has been overthrown and the order of
the ndcroc;)s;xl of -the mind dest.(oyed. The “suddaine change" is a fall from

!
innocence, “spori", into the chaos of despair.
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The consequences of the lover's transformation are elaborated by the achou
of Sidney's "My sheepe are thoughts which I both guide and aerve"h in "My
thoughts like houndes, pursue me to my death" and the contrast between "Whilst
youth and error led my wandring mirde™ and a line from the next sonnet, which
describes Delia a; a "modest maide" "Nhose feete doe treade greeée pathes of
youth and love" (VI). The lovér no longer provides for his thqﬁghts like a
good guardian--they devour him, and instead ;f being the cg;efull guide he
finds:himseif the worriéd, breathless prey. What began as an innocent, though
imprudent, excursion through the'erotic iragination has turned into a feverish
fligﬁt of the self from its own disintegration. Despair-ﬂés plungéd the lover
into a nightmare so terrible that in contrast the very ground Delia walks on
seems blessed: "pathes of youth and love",

Peter Ure has written that Daniel is not '"concerned with the moments or .
the impacts of passion or the quickenings of-thought‘in the mind."5 This is
generally true of Delia, ;Daniel does tend to "evaluate éxperience"6 rather
th;n epitomize it, but sonnet V exposes nerves.

Sonnet IX is almost reldxed in comparison. In V the lover's voice is bro-
ken by hysteria. "My thc?ghts like houndes, pursue me to my éeath" is a
scream, and the couplet a gasp of consternation:-

Those that I fostred of mine owne accord, )
Are made by her to murther thug their Lord.

o

We see the lover panting this out in terror and dismay as his "houndes" drag

him down. But sonnet IX, also a complaint, is liquid music:
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‘If this be love, to drawe a weary breath,

Painte on flowdes, till the shore, crye to thlayre:

With downward lookes, still reading on the earth; \
The sad memorials of my loves despaire.

If this be love, to warre against my soule,

lye downe to waile, rise up to sigh and grieve me:

The never-resting stone of care to roule,

Still to complaine ny griefes, and none releive me.

If this be love, to cloath me with darke thoughts,

Haunting untroden pathes to waile apart;

My pleasures horror, Musique tragicke notes,

Teares in my eye, and sorrowe at my hart.

If this be love, to live a living death; :
O then love I, and drawe this weary breath, °

!
This ""definition of love™" is, like the previous sonnet, controlled by a

central mythological metaphor--the allusion to S$isyphus rolling the "never-
resting stone of care". Like the Olympian curse, Delia's disdain has made
her loverfs life a hell of ineffectuality. Loving hef and trying to win her'
mercy are as unescapable and impossible as struggling with Sisyphus! burden.
Even music, a cure for melancholy, and a poet's sustenance, oppresses, for as
in hell, what was once pléasurable is now the source of a double torment.

All this i§ quite conventional, The Petrarchist often describes his con-
dition'ag,infernal punishment, comparing himself to Sisyphus, Tantalus, or
Ixioni InsOmnia,‘weepipg, inner gonflict, longing for soiitude, and despair
aré sténd;rd symptoms of love induced meléncholy, and the oxymoron, "living
death”, is a hallmark of the traditional "definition of love". But the aver-
age Petrarchist effort is seldom this effective. The cloak of melancholy,

for example, is easy enough to come by, but Delia's lover is draped in the

dark stuff of his .own thoughts:

. If this be love, to cloath me with darke thoughts,




Haunting untroden pathes to waile apart. v

Where another poet would elaborate the spectacle of téars eroding the earth
like a second flood, Daniel gives us a brilliantly ambiguous phrase that com-
prehends the most exhaustive and explicit list of woes:

With downward lookes, still reading on the earth;
The sad memorials of my loves desmaire.

Most impressively of all, Daniel imposes upon the wealth of dgtail that thise
sonnets contain a musical pattern that is ;pself metaphorical.

But no musician, I cannot say for certain that this poem was written to be
sung, but it does seem to be as well adapted for part singing as sonnet XLV;I,
which Daniel's brother set to n:usic.7 The quadruple repetition of "1f this
be love" provides a burden and lines like "My pleasures horror, Musique .tra-
gicke notes" an opportunity for mimetic instrumentation. Counterpoint may
emphasize the juxtaposition of metaphorical lines like "If this be love; to
cloath me with darke thoughts" to more factual ones like "Teares in my eyes,
and sorrow at my hart'" and the coincidence of the opening and closing lines
enhance the remarkable authority of the central metaphor. But even without
musical arrangement it is plain that where the lover is Sisyphus his poem
is the rock he struggles with: he can*‘not stop trying to win Delia's pity

with complaining, and may pause only for a "weary breath" before resuming

" the cursed task of creating a poem that will move Delia's heart of stone to

pity.

F3

It is not only in these two sonnets that Daniel uses uwt\.hological allusions




with such intelligence and grace. Throughout the sequence his mythological

conceits arc always apt and tx‘-zly metaphorical. The poems ring true. The
conceils have precise ‘meaning and in the best complaints we clearly hear,
as A. B. Grosart had it, "the genuine tcry! of a man's heart in suspensive
zs\nguish."8 . &
Daniel l‘la:b gifbelf with sharp psychologic%l insight and a very sensitive
ear for the rhythms of emotionally charged s;:zech, and he knew exactly how
to deal with the stock sit.uﬁt.ions, postures, and rhetoric of the traditional
complaint. In the two sonnets we have just looked a‘t. mechanics never out-
weigh purely dramatic values. —~Both controlling cvonceit.s are what the Eliza-
bethans called "witty", but it is not the wit of the poems but the psycholo-
gi;al states they discover that impress us. Unlike the mere Petrarchist,
Daniel does not confuse analysis with orpament and because of this, even
though the situatjons he elaborates and the basic means he employs are con-
ventional, his complaints are emotionally moving as well as interesting. We
find as much pleasure in the drama as in the technique, and we are all the .
more pleased when we remember that poetry this fresh is based on traditional

material.

2. Delia and Petrarchist beauty.

Just as Daniel did not create a new type of sonnet hero, so he does not
present us with a heroine radically different from the Petrarchist norm.
Yet Delia, although she is actually called "a Laura® (XXXV), is in many ways

quite unlike ‘\t.he average sonnet lady. To beéin ‘with, there are no Cupids

' M

L Y

!




lurking in her eyes. Sidney himselfl approved of the Cupid conceit, but Daniel

exiles the god of love and rids his sequence of the entire machinery of darts,
brands, ambuscades, and naughty tickles Lhat is so characteristic a feature
of Petrarchist sonnetry. Similarly, he produces no blagonsg or baisirs, no

mechanical catalogues of Delia's charms9

or paeans to the miracle of her kiss.
And, as if having a sonnet lady who is never surrounded by cghorts of deadly
Cupids and never kissed were not distinction enough, Daniel systematically
rejects the cluttered de%ail and unwarrented hyperboles that are basic to
the Petrarchist descriptive method. Where the average sonnecteer piles on
epithet after exotic epithet until his lady fairly stoops under the load,
Daniel observes tge strictest economy, providing no more detail than is ne-
cessary to suggest, not depict, the fresh, transparent Geauty he wants to
celebrate.

Even more uniquely, Daniel refuses to produce the sensual descriptions
that are a hallmark of Petrarchist sonnetry. Even‘wﬁen he bases a sonnet on
a sexually explicit model, he maintains a degree of decorum ;arely met in

the love poetry of the era. We see this clearly in sonnet VI, which is based

on a song from Robéft Greene's Perimedes the Blacke-Smith. Greene's song

runs:

Faire is my love for Aprill in her face,

Hir lovely brests September claimes his part,

And lordly July in her eyes takes place,

But colde December dwelleth in her heart.

Blest be the months, that sets my thoughts on fire,
Accurst that Month that hinders my desire.
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Like Phoebus fire, so sparkles both her eies,

As ayre perfumde with Amber is her breath:

Like swelling waves her lovely teates do rise,

As earth hir heart, cold, dateth me to death.

Aye me poore man that on the earth do live, ™
When unking earth, death and dispaire.doth give.

In pompe sits Mercie seated in her face,

love twixt her brests his trophees doth imprint.
Her eyes shines favour, courtesie, and grace:

But touch her heart, ah that is framd of flynt;
That fore my harvest in the Grasse beares graine,

The rocks will weare, washt with a winters raine.10

Daniel retains the basic antithetical patterns, a good deal of the imagery,

and even a strand of the melody of this piece, but the beauty he celebrates

-/ -

is wholly different in’ conception.

%

Faire is my love, and cruell as sh'is faire;

Her brow shades frownes, -aithough her eyes are sunny;

Her Smiles are lightning, thowgh.her pride dispaire;

And her disdaines are gall; her favours hunny.

A modest maide, deckt with a blush of honour,

Whose feete doe treade greene pathes of youth and love,

The wonder of all eyes that looke uppon her:

Sacred on earth, design'd a Saint above.

Chastitie and Beautie, which are deadly foes,

live reconciled friends within her brow:

And had she pittie to conjoine with those,

Then who had heard the plaints I utter now.

0 had she not beene faire, and thus unkinde,

My Muse had slept, and none had knowne my minde.( )
AVI

It is not merely that Daniel omits mentioh of Delia's breast and generally

describes her with less sensuous detail, but that the two girls exist in dif-

»

ferent realms of the imagimation. The very earth that Delia walks on is jhea-




-
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lized: "pathes of youth and love'". Yet she is not an impogsibly distant
ideal. Her blush, the brightness of her eyes, and the sweetjness of her smil-
ing lips are as delightfully human as may be desired. We seidom find such
delicacy and grace in Petrarchist sonnetry.

Nor a beauty so interesting. Daniel, as I have said, suggests instead of
describing, and subtlety of his method is an added delight. In the second
quatrain of sonnet VI, for example, the juxtaposition of concrete and abstract
values produces a scene verging on the allegorical:

A modest naide, deckt with a blush of honour,

Whose feete do treade greene pathes of youth and love,

The wonder of all eyes that looke uppon her:

Sacred on earth, design'd a Saint above.
"Feete" and "pathes"™ are tangible enough,mbut.‘because they are "pathes of
youth and love" Delia's stroll because a miniature allegory of the innocent
pleasures of youth., Her beauty is ideal to the point of being symbolicail, N
and thua the hyperbole of her praise is justified.

D;niel did not ne%fi a whole quatrain to produce such impressive effects.
We find a single line subtle enough to contain an entire vignette: 'WNow
whilst thy May hath £i11'd thy lappe with flowers" (XXXII). The abstract
"May" is juxtaposed to the concrete ™lappe" in such a way as to suggest that
Ver himself has met Delia and presente;i her with his sweetest blossoms to
honour her beauty. Suggest, not depict: the poem does not describe this

idyllic encounter, bﬁt prompts us, with the utmost delicacy and grace, to

imagine it for ourselves. We are brought into the poetry to realize its vi-
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! sion, but, and this is why Daniel stands unique, where the Metaphysical con-
ceit may require a considerable expense of intellectual energ}, this is appre-

ciable with perfect ease. The conceit is dynamic, but so subtle and delicate

that hfz are scarcely aware of its complexity. It exists and delights us as

effortlessly as a flower:

But love whilst that thou maist be lov'd againe,
Now whilst thy llay hath fill'd thy lappe with flowers;
Now whilst thy beautie beares without a staine;

Now use thy Summer smiles ere winter lowres.
: (XXX11)

~ Had Daniel been any rore ¢xplicit, he would have destroyed the magic of
this lovely little allegory of Delia's intimacy with nmature. This is, in

fact, what happens in a poem by Herrick or; the sare theme:

-

To gather Flowers Sappha went,
And homeward she did bring,
Within her lawnie Continent,
The treasure of the Spring.

She smiling blusht, and blushing smil'd,
And sweetly blushing thus,

She lookt as she'd_been got with child
By young Favonius.il

Herrick fails because, for once,} he labours the metaphor instead of letting

y
’ it develop itself. Daniel stands back, refusing to smudge the delicacy of

the vision g‘{it detail or explanation, and because of this his single line
£ills the ix:agipa‘ i
I do not wish to worry this one line to tatters, but I should point out

that it constitutes the single instance in Delia that resembles a sexual
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Innwendo.  But not becaunge hanlal ju any aort of prude; .wrilers of that 11k

cannot. produce the charulng doseriptiona he doon,  MHa mei}.u Lo colebrate a

“pure awoole boautlo" (XXX1), and he auccoeds, PFow Eligabolhan sonnet ladles

arv o swoutldy lovely aa Dolia, and alpost none so Lruly chaste,

Nanted naver stoops Lo genuatlonnl lan to achlove offect, Althouph quite
]

ceapabla of writdng in Ltho Ovidian wamer favourod by so wnny of' hla contom=

- | ‘ q
pm*my.inu,'l‘lm systonatically avotds both sheor’ volume and ovort sb‘mu/wr it

Ivon in a sonnet based on the Horo and leander fable, all woe usaw of holin
' L
are hor "lovoly oyoa® ind “fayroat, hand":
!

. o
Faire and lovely nulde, looke from the ghoro,
Sea thy Jeandor atriving ln Choso wavou:
Pvore goule fore-upent, whosa forco can do no nore, s
Now sund foorth hopes, for mow catmo pitllo saves,
And wafto him to thoe with thoso lovely oyes,

* A happy convoy to a holy lande: - ¢
’ Now shew thy powre, and whero thy vortue lyea,
To save thine owne, strotch oul the fayreat. hand. !
. oo (XXXV111) .

2 - ¢ >
Tho orthodox Potrarchist would bolh over-adorn and ovor-oxpose tho lady;

haniel minimizes her ‘aoxmlitf,’y, and becauwse of Lhia she is convincingly «chayto.

LY

A poot nay ropoat time and time that his lady is rorociSunly virginal, but if

he insists on descrdbing hor in the characteristic trarchist Jranner we shall

'

halr?l]y accopl. his pasurances, ,Grooné, for oxamplo, complaNps that hia ladyta

. hearti is as cold as wintor ground, but, with her breasts propped by a new con=-

LN
ceit in cach uu\‘h%ﬁi, sho is about ag virginal s our own version of Lhe Petrar-

chist heroine, the Hollywood blonde,
!

, With Dolia, thereo is no doubt,, Chastity and becauty do "live reconciloed

&
.




friends within her brow" (VI). Yet there is nothing cold about her beauty,

and nothing lacking in the way Danliel describes it. look: I

|
- Ah sport sweet Mayde in season of these yeeres,
And learne to gather flowers before they wither:
And where the sweetest blossoms first appeares,
let love and youth conduct thy pleasures thither. !
. . - - (xarIr)

The dolicacy,™subtlety, and charm of these descriptions are unmatched in the

literature.

3. Delda in 3-D.
- ‘ ]

Y

So far we have been dea I soﬁewhat in negatives, but this is unavoidable‘
for a style as unobtrusiv};:j‘;aniel's is best appreciated through contrast.
The modern reader who is unfamiliar ;iﬁh the conventions and mannerisms.of
Petrarchist sonnetry will fail to fully understand Daniel's achieveéent if
his divergence from the norm remains unemphasized. A.simple matter like the
absence of Cupid made the Elizabethan reader look twice at these sonnets; we

have to be shown where to look to see how Daniel reacts against convention

and fashion.

Daniel does do more thaq merely avoid certain characteristic excesses of
the Petrarchist method; Delia may lack a fully developed personality, but
' she_is more convincingly }ife;iike than the standard sonnet heroine, As the
sequence progresses, she appears in different postures against changing ba;k-

grounds, and the sum of these appearances gives an impression of roundness

which many sonnet ladies lack. e
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The following sonnets are representative of these three aspects:

Behold what happe Pigmaleon had to frame,
And carve his proper griefe upon a stone:
My heavie fortune is much like the same,
I work on Flint, and that's the cause 1 mone.
For haples loe cven with my owne desires,
1 figured on the table of ny harte,
The fayrest forme, the worlides eye admires,
And so did perish by my proper arte.
And still I toile, to chauhge the marble brest
Of her, whose sweelest grace I doe adore:
Yet cannot finde her breathe unto my reste, .
Hard is her hart and woe is.me therefore. .
O happie he that joy'd his stone and arte,
Unhappy I to love a stony harte.
(X111)

. ' . |

Here Delia is the traditionul sonnet lady par excellence: an irresistible

beauty with immovable affections, half angel, half man-destroying Sphynx; a
’ thoroughbred Petrarchist "“eruel-fair"., But after sonnet XXIX we see another

O 3 Delija:

L]

But love whilst that thou maist be lov'd againe,
Now whilst thy May hath £ill'd thy lappe with flowers,
Now whilst thy beautie beares without a staine;
Now use thy Summer smiles ere winter lowres.
And whilst thou spread'st unto the rysing sunne,
The fairest flowre that ever sawe the light:
Now joye thy time before thy sweete be dunne,
And Delia, thinke that morning must have night.
And that thy brightnes sets at length to west:

¢ When thou wilt close up that which now thou showest:
And thinke the same becomes thy fading best,
Which then shall hide it most and cover lowedt.
Men doe not weigh the stalke for that it was,
When once they finde her flowre, her glory passe,

°

(XXXII)

Marble has turned to flowers. Delia is no longer an omnipotent 'cruel-
. . ]
. fair", but a part of natural creation answerable to nature's laws. 1Two
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sonnets later, however, her beauty is again ideal: !

‘When Winter snowes upon thy golden heares, : .

And frost of age hath nipt thy flowers neere:

When darke-shall seeme thy day that never cleares,

And all lyes withred that was held so deere.

Then take this picture which I heere present thee, )
Limned with a Pensill not at all unworthy:

Heere see the giftes that God and nature lent thee; .
Heere read thy selfe, and what I suffered for thee. .
This may remaine thy lasting monument,

Which happily fsteritie may cherish:

These collours with thy fading are not spent; -7~ ‘

‘These may remaine, when thou and I shall perish,

If they remaine, then thou shalt live thereby;

They will remaine, and so thou canst not dye.

Al

(OXIILI) -

Here we see Deiia's dismal future as an old woman lame’nting the pass;ng

of her bea“—'ét_.y,.but this beaut); {Qs not really _di;;appearéd. "These collou;rs

‘ . ‘with thy g’iding are not spent%: it still exists, perfected, in poetry.

. Delia's beauty is no longer an o§stac1e to the lover'!s self-realization, as -~ '
in sonnet XIII, or the victim of mutability, as in XXXII, but the imperishable
essence of art. It has been eternized. |

!
Thus, unlike the average sonnet lady, Delia has a history. We see her )

flourish and fade, and we know even the fate of her memory after death. This
history is, to be sure, a‘very sketchy one, bué the me:;'g fact that it is sup-
plied gives Delia a certain roundness and the sequence greater scope than is
to be found in the standar_d Petx;archist effort.

g One might, however, ask why\Da.niel did not make her even more life-like.
It is; after all, only in appearance that Delja changes. Sonnet XXXIIII i‘g_r_g—-

casts a painful emotional state. At the present fictional moment she is as
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cruel to her lover as ever. Ir{deed, refusing him as disdainfully at the end
of the sequonce as at the beginning, she ls, cxcept for outward appearances,

r:cally quite static. The Complaint of Rosamond, Delia's companion piece,

offers d much fuller portrait, and Daniel surely could have brought thé® same
psychological insight to bear on .his sonnet lady as he does on the heroino
»

of his Mirror for Mapistrates type of narrative.

’

dere Duniel an orthodox Petrarchist, the answer would be an obvious one.
The sonnet lady is by definition perfect and needs realistic psychological
analysis about as much as an ice castle -mort.ar. Any attempt to minutely do-
cument her history or tc; probc the causecs of her reluctance would destroy
this fiction of perfection and leave the Petrarchist without his theme. Con-
sidering, however, that !hni;zl is ‘ar!.istical]y -independent enough to dispense

with so many basic Petrarchist conventions, there nust ﬁ:not.her explanation.

L+ The lover and Delia. -

;.
-

As 1 have said earlier, the lover develops, changing from Delia's abject
victim into a confident and competent artist for whom the preservation .of
beauty is more important than its possession in love. Delia is the frame of "
reference, the "“control", against which his emotional and intellectual deve-
loment is measured, and therefore she must remain consistantly disdainful of
his suit t.hrox;ghout. the sequence, F?r emmplnet » in sonnet X)(I[.)(]‘3 he realizes
that her bcauty is imperfect becausne her own vanity can mar it. Addressing
her more bluntly t.he;n ever béfore, he tells her that self-admiration has chan-

ged her not into a mythical flower, but a Gorg'on:



And you are chaung'd, but not tia Hiacint; -
1 feare your eye hath turntd yo harq to flint.

She is still the “cruel-fair" who torments him with disdain, but in his eyes
she has bocomo‘less than perfect. This is why ﬁc addresses her so much more
bluntly than before; he is no longer the absolute victim.

Onco aware of the faét that Delia's beauty contains the seeds of ita“own
dostruction, the lover no longer regards her oé reacts to her as to an abso-
lute superior. She is as beautiful as ever, but he can now resist her attrac-
tions to the extent that h; is able to lecture her on the nature and proper
use of her beauty: "Now use thy Sumﬁor smiles ere winter lowres" (XXXII).
Knowledge of the tran31toriness of becauty leads him to the discovery of the
eternizing powers of his art, and he is finally more concerned with the pre-
servation than the possession\or Delia's loveliness. In sonnet XLVI, for
examp%e,’he no longer takes his disappointment and suffering into considera-
tion: g

Though thterror of my youth they shall discover,

Suffice they shew I liv'd and was thy. lover.-
“"They", his poems, are no longer pleas for mercy, but the means of tﬁe preser-
vation of the beauty that "made him-speak that els was dombe' (XLVI). Though .,
he still suffers, he no longer regards Delia primarily as the cause of his
torment, but as the source of His igspiration, and his disappointment in love
stands qeco;d to poetry and the conquest of time and mutability. At the very
end of the sequence, however, hg realizes that this state of affairs cannot

continue and,'rerusing to sacrifice his great gift to the still thankless

<
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“cruel-fair!' bids farewell to love and\love poetry.

Thus we see Delia In different posturey against changing backgrounds Bee i
cause we, look at her through her lover'!s eyes and he views her from different
angles and in different lights according to th modifications in his attitudes
towards her, his art; and his own self, lie rede {ifs her as he develops.

When he envisions her as an omnipotent fcruel-fair' he sees no further than
his disappointed desire and when he urges her to "seixe the day", he is cons-
cious of the fact that she is as susceéptible ﬁo the n@y ges of time'as he to
her beauty and cruelty. Nhénnhe‘declaies that he will pfbserve her beauty
against the workings of mutabilily, he dees past both Delia's and time's
cruelty into the innermost nature of beauty and poetry.

{

In this schems the three basic types of sonnets included in the sequence,

"praise and complaint", carpe diem, and eternizing, become symbols of differ- ‘

ent ways of regarding and confronting the interrelationships of beauty, muta-
bility, art, and eternity, Each type of sonnet is a lens trained on Delia,
and by comparing variations in focus we see-how the poetic visions become

stronger and clearer as the poet is progressively more aware of the nature

of his inspiration and his relatioriship with it. ' E\‘j/

This schematic exposition of the lover's emotional and intellectual deve~
lopment adds a new dimension to the sequence, which is further extended by

the kind of internalization of experience we saw in sonnets V and IX and will

4

encounter throughout‘Delia in 1lines like

Once let the Ocean of my cares finde shore. - .
. - (XXXVIII)
Th*Ocean of my teares must drowne me burning.
(XXVII)

Wi
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Raysing my hopes on hills of high desire.
| \ (XXVIII)

\

v

Of course, neither technique results in ﬁhe creation of a fully rounded
rsona, but we do feel that we are in conta\t with the workings of the lo-
ver's miﬁd, and consequently find his experithe moving. Furthermore, al-
though the lover is not a complete dramatic figure, he does react to circums-
tance. in speci&&c ways according to definite tgaits of character. We shall
in this essay have ample opportunity to observe‘his stances in many situa-

a ' \
tions as asg, the modifications of his attitudes as he grows artistically,

1

but we should nofe here the basic character traité\thai deternine his reac-

tions to ia's cruelty and the consolations of hip art, to fortune good and
\
8o
bad. . )

Basic to ‘the lover's personality is an all—peryasive, self-effacing humi-
lity. In sonnet VII, for example, we find him lamenting the public discovéiy

of his love' for Delia:

-

O had she not been faire and thus unkinde, )
Then had no finger pointed at my lightnes. \

Such a reaction is, of course, as old as courtly love literature, but, un-
like many somnet lovers, Delia's is ashamed of his poetry as well as his in-

fatuation:

The world had never knowne what I doe finde,

And Clowdes obscure had shaded still her brightnes.

Then had no Censors eye these lines survaide,

Nor graver browes have judg'd my Muse so vaigaé?v )
I1
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The humility expressed in aonnet‘VII is to an extent a reflection of Da-
niel's own "irresolution and.,.selfe dihtrust“,la but it ‘serves a very impor-
tant purpoae/in the sequente. By professing shame at the public discovery of
his attempts to win Delia with his art and by bowing humbly to the censure of
"graver browes", the lover can insist with more cogency than most that he sings
to persuade Delia and ease his heart, not to win renown. <An attack against his
critics would imply that he really cares more for his literary reputation than
he admits, and his protestations to the contrary would be insincere. We would

sirply not believe him when he insists:

o Bayes I seeke to decke my mourning brow,
cleer-eyed Rector of the holie Hill:
My humble accents crave the Olyve bow,
Of her milde pittie and relenting will.
These lines I use, t'unburthen my owne hart:
My love affetts no fame, nor steemes of art.
o (1II11)

_ Nor does he become boastful after sonnet XXIX, when he has discovered the

eternizing powers of poetry:

These are the Arkes the Tropheis I erect,
That' fortifie thy name against old age,

. And ‘these thy sacred vertues must protect,
Against the Darke and times consuming rage.

Though th'error of my youth they shall discover,
_,,,-f/’””/’ﬂ/’/-‘rhSuf?TEg they shew I liv'd and was thy lover.

. (XLVI)

Lot -

——

He does not deny his fear of time and mutability and, furthermore, conce-
des that he is unable to win Delia's pity, thus acknowledging his limitations

ag & poet. Although he is the position to, he refuses to crow about his
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achievement. He s;wea Delia through .his art, and is content to be remem-
bered as\nothing more than her ‘ill-treated lover. _

The great idealism expressed in sopnet. XLVI is no less fundamental a part
of the lover's personality than the unaffected humility., His intentions and
actions are always noble and virtuous and his desire is truly *"chaste" (XLIX)
and high (XXVIII). He never daydreams of physical satisfaction, professes
envy of the intimate items of Delja's apparel, or even thinks of her in ero-
tic terms, though these are all favourite Petrarchist pastimes. In 1‘act‘., he
never even tries to kiss her. Thus not only are the baisir, the dream sonnet,
and the jealousy sonnet absent from Delia, but we never once in the whole of
the sequence hear the 'senses! cry of "give me some i‘ood".15 1

- Several critics have noted the purity and nobility of the love described
in Delia and correctly concluded that Daniel was influenced by the Neo-Plato-
nic theories that had so marked an effect on Renaissance literature, but to
date there has been no serious attempt made at determinix:xg what elements of
"the philosophy Daniel at:cept,ed.16 We shall, in the first part of the next

chapter, see what Daniel considered to be a noble passion and how he worked

Neo-Platonic metaphors into the fabric of his sequence.
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IOVE AND SUFFERING

|

By the last decadel of the century Neo-Pl‘at.onism had become almost as fa-
shionable as Petrarchism in England. Writers affected Neo-Platonic postures
ag enthusiastically as t.;mey aped Petrarchist mannerisms and for this reason
it is sometimes difri[cult to gauge the sincerity of a poet's protestations
of spiritual love. With Daniel there is no such problem. We can determine
exactly to what degree he accepted the tenets of the philosophy and identify
which of its exponents he was most influenced by.

We shall in this chapter have the opportunity to see also how Daniel works
traditional Neo-Platonic metaphors into the fabric of the sequence and makes
them serve a double duty. The sorinets we are now going to examine At once
define the nature of the love felt for Delia and describe how cruelly she

N

spurns it; they show how the dover loves and suffers.

o

1. Daniel's philosophy of love.

Daniel was never an orthodox Neo-Platonist, but he did believe deeply in
the purity of true love and the excellence of the soul's struggle to surmss
the limitations o /xgortality. We can appreciate the sincerity of his belief

in a passage from Hymen's Triumph, a play written seven years after Daniel

had abandoned the love lyric for more intellectual poetry bf a sterner style.
The passage is a rather long one, but worth quoting in full as it fairly ex-~
pounds the whole of Daniel's philosophy of love and is, in addition, a fine

piece of poetry.



Thirsis, still in love with Silvia, whom he thinks dead, answers his
friend Palaemon, who well-meaningly thought to rouse him from melancholy

langour by making sport of his despair:

-

In love Palaemon? know you what you say?
Doe you esteeme it light to be in love?
» How have I beene mistaken in the choice
Of such a friend, as I held you to be,
/ ' That sdemes not, or else doth not understand ’
The noblest portion of humanity,
The worthiest peece of nature set in man?
Ah know that when you mention love, you name
LA.sacred mistery, a Deity, -
Not understood of creatures built of mudde,
But of the purest and refined clay
Whereto th'eternall fires their spirits convey.
And for a woman, which you prize so low,
Like men that doe forget whence they are men;
Know hg» to be th'especiall creature, made
By therc.reator as the complement
. Of this great Architect the world; to hold
The same together, which would otherwise
Fall all asunder: and is natures chiefe -
A Vicereggnt upon earth, supplies her state.
And doe you hold it weaknesse then to love?
And so excellent a miracle
\ As is a woman! ah then let mee
; Still be so weake, still let me love and pine “a
In contemplation of that cleane, cleare soule,
That made imine see that nothing in the world
Is 80 supreamely beautiful as it.
Thinke not it was those colours white and red
laid but on flesh, that-could affect me so.
But something else; which thought holds under locks
/ And hath no key of words to open it.
- They are the smallest peeces of the minde .
That passe this narrow organ of the voyce. )
The great remaine behinde in that vast oibe

-V‘"’

Of th'apprehension, and are never borne.

True love cannot be understood by the sensuous, but only by those of high
and noble spirit. Womn is~“the prifate of creation and a miracle, and the
A

.~ woman that Thirsis loves is the type of all beauty. It is the beauty of the

‘» . ,
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soul that g.t.f.racts love and through contemplation allows it to rise to
"higher things", and the wonder of love and beauty are ineffable. ,
A1l this is said with none of intricacy or fanfare that characteriée so

mucl; of Neo-Platonic literature. Daniel, and it is Daniel h:'u!nself speaking
in these lines, is thoroughly convinced of his a}'gwnent and delivers it with
the same unmaffected self-assurance that makes Musophilus so appealir;g. The
same is true 'of Delia. r"Daniel.avoids the characteristic exgesses of the Pe-
trarchist tradition. We find no hyperbolic descriptions of Delia as the

esgsential Idea of beauty and goodness anc’l no pseudo-metaphysical accounts of

(\
the :r}micendence of mortality, through divine love. Delia is, however beau-

tiful and tchast.e , definitely no mystical entity, and her lovert's quest,

_thdugh noble and valiant, and in many ways actually philosophical, is not that

of Neo-Platonists! for absolute enlightenment.

Considering whom among the Neo-Flatonic phiibsophers of the era Daniel was

" influenced by, 5:t is almost surprising that he was able to retain such a
B . »

degree of authenticity. Had Daniel followed the genteel Castiglione, his-
ability to pick and chose ideas freely would be wholly unremarkable 5 for
Castiglione's wex"sion“ of the philosc;phy is generalized and diluted. But it

was Giordano Bru;'xo's The Heroic Frenzies, a work infinitely more complex and v

: compelling ‘than The Courtier, whose influence is to be felt in Delia.

_ Daniel is much closer to Bruno's heroic intellectualism than Castiglione's

3

milder brand of Neo-Platonism. He actually adopts a central metaphor of The

Heroic Freénzies, that of flight, and celebrates the excellence of the heroi-

cally aspiring spirit in a manner not unlike Bruno's. He rejects, however,

-~ . /

/ “ _ >
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both the mysticism and hermotic complexity of this astounding Italian.
We sec what Danicl took from Bruno and what he rejects in a sonnet of his

based on one from Tho ngoic Fronzics. This poem first appeared in the 1594

edition of Delia, but, unlike most of the sonnets added to later editions,

it is anything but a prefunctionary effort produced to incrcase sales. Bru-
. A Y

¢

not's gonnet runs:

Though you inflict upon me such tortures, even
go I thank you and owe you much, love, for you
opened ﬂy breast with so gencrous a wound and so
mastered my: heart that it truly loves a divine
and a living object,
most beautiful image of God on earth. Let him
who wills, think my fate cruel becausec it kills
‘in hope and revives in desire.
I am nourished by the high enterprise; and al-
though the soul does not attain the end desired
and is consumed with so much zeal, -
it is enough that it burns in so noble a fire,
it is enough that I have been raised tg the sky
and delivered from the ignoble number.
3

Daniel excludes the images of fire and the wounded heart, but retains the

central metaphor of flight:

And yet I cannot reprehend the flight,

Or blame thtattempt presuming so the sore,

The mounting venter for a high delight,

Did make the honour of the fall the more.

For who gets wealth that puts not from the shore? =
Daunger hath honour, great designes their fame,
Glorie doth follow, courage goes before.
"And though thtevent oft answers not the same,
Suffise that high attempts have never shame,

The Mdane-observer, (whom base Safety keepes,)
lives without honour, dies without a name,
And in eternall darkness ever sleepes.

And therefore Delia, tis to me no blot,

To have attempted, though attaint'd thee not.

.o (1594, XXX; p. 183)
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Both lovera seek to soar to unattained heights, to transcend medidcrity.
For Bruno, the object of this great effort of the soul is, as he himself
says in his own commentary on the sonnet, "the highest intelligible aspect
of the divinity...n¢t the corporeal beauty which would’obscure thoughts as
it appears superficially t®/the sense."3 Delia's-lover is not seeking the
ultimate sight of the divine intelligence, but he too aspires to immortality
~-that ‘of honour, without which fan "in eternall darkness ever sleepes."

This ™mounting venter" aims at sometagng other and more than erotic satisfac~
tion. The "high delight" is an epitome of fulfilment, a consummaticn of the
self in the highest reality. He soars towards a greatness that is the motive
and object of all heroism. love is a triumphant surpassing of limitations, a
quest so excellent that it transcends defeat.

No sonnet in the 1592 edition of Delia 'is really as strong as this one,
but others similarly describe love as a heroic effort and employ Bruno's me~
taphor of flight. In sonnet XXVII, for example, the lovér compares himself
to that archetype of the over-rea?hing spirit, Icarus:

Yet her I blame not, though she might have blest mee,
But my desires wings so high aspiring:

Now melted with the sunne that hath possest mee,
Downe doe I fall from off my high desiring;

And in my fall doe cry for mercy speedy,

No pittying eye looks backe uppon my mourning:

No helpe I finde when now most favour neede I,
Th!Ocean of my teares must drowne me burning, -

And this my death shall christen her anew,
And give the cruell Faire her tytle dew,

The next sonnet continues the metaphor:
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Raysing my hopes on hills of high desire,
Thinking to skale the heaven of her hart:
My slender meanes presum'd too high a part;
Her thunder of disdaine forst me retire. )
(XXVIII) -
Here the lover compares himself to a rebellious Titan, but,:ma.kes clear that
his aspiration is. in no way ignoble: ¢
Yet I protest my high aspyring will, |
Was not to dispogsesse her of her right:

Her soveraignty should have remayned still,
I onely sought the bliss to have her sight.

£

(XXVIII)

Like an orthodox Neo-}’latonist:, he see.ks merely to cor_xtempla.tq Delia's beau-
ty, not to possess it physically. I would not say that "the bliss to have
her sight" is the vision of the form of the Beautiful and the Good, but,
particularly in association ;:ith "the heaven of her hart", it is certainly
comparable. Nor is Delia a specific rung . in the Platonic ladder to enJigi'lt-
enment, but she :'is l;oth physically and symbélica.lly above her lover (until
sonnet XXIX, when he discoversl that she is as merely mort.a.’l‘as he) and he
strives to rise to her 1evél. Not only is she compared to luminous celes-
tial bodies, but her very name, deriv:d from the epithet Delian, associates
her with the heavens.

"Delia™ is, I should point out, a perfect anagram of "ideal", but consi-
dering how Daniel systematically rejects the standard Neo-Platonist jargon,

.

this is probably no more than an interesting accident.6 On the other hand, -

the choice of the name in”dicates some Neo-Platonic influence. Diana is the

!
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virgin huntross as well as goddeas of the moon--qhalitioa which endear her ¢o
those ;ho profoss an intellectual love--and, furthermore, she appeara in The
Horoic Fronzios as the symbol of the '“order of the saecondary intellipences, who
‘reflgct the splondor of the first 1ntollig§nco in oraor to communicate it éo
thoso who are doprived ot its direct vieion."7 .0f coursa, Daniel did not mean
us to conaldef Delia n; any myatical force, §yt, inktho long run, sho does

lead her lover to a higher roality, that of art. In etornizning her he, or at
least his pooms, transcond the wortal condition of mutability and ao_aho does

provido access Lo a slate of porfection.

2. My soules Idoll. ‘

It is an okceplionn}ly iovely hamo, and a cleverly chosen one, for ib ag-
sociatos the sequence with Sidneyt!s and Fulke Groville's: Cnelicg is the sky;
Stella, a atar; Delia, th; moon. Furthermore, its innate symbolism helps to
defino the quality of the love felt for the girl, Enamoured oflthe moon, the
lover wishes b; rise to it; a lover of the virgin huntress, he is hima;lf de-
dicated to chastity, something thch many aonne% lovers boast, but few obser-
ve, Most importént of all, he adores Delia as a goddess, and this allows Da-
niel to ugse relifious metaphors with decorum. For example, in sonnet XLIX
the lover compares hias desire to the Vestal flame:

My chaste desiors, tho ever burning tapers,
Inkindled by her eyes celestiall fiers.

In another sonnet he tells us of the futility of his supplications:




j
‘Teares, vowes, and prayers win the hardest hart:’
Teares, vowes, and prayers have I spent in vaine;
Yet though 1 cannot win her will with teares,
Though my soules Idoll scorneth all my vowes; e,
* ‘Phough all my prayers be to so deafe eares:
No favour though the cruell faire allowes;
Yet will I weepe, vowe, pray to cruell Shee;
Flint, Frost, Disdaine, weares, melts, and yeelds we see.( )‘
. ’ X1

"Prayers" océurs four times and "pray" twice in this sonnet rapporté.‘ The

lover calls Delia his "soules Idoll" and, indeed, she behaves like the mar-
ble image of a virgin goddess, receiving the sacrifice of his despair with
Olympian aloofness.

The next sonnet is also based on a metaphor of worship:

My spotless love hoovers with white wings, ; ’
About the temple of the proudest frane: .
Where blaze those lights fayrest of earthly things,
Which cleere our clouded world with brightest flame.
' Mtambitious thoughts confirted to her face,
Affect no honour, but what she can give ree:
My hopes do rest in limits ‘of her grace,
I weygh no comfort unlesse she releeve mee.
For she that can my hart imparadize, -
Holdes in her fairest hand what deerest is:
My fortunes wheele, the circle of her eyes,
Whose rowling grace deigne once a turne of blis.
All my lives sweete consists in her alone, . |
So much I love the most unloving one, -
(X11) . s

[

Deliats face is described 'as a temple--a favourite conceit of NeofPlatonic
poets~-and love aspires reach it on "white wings" cmblematic of its pu-
rity. Her eyes are pﬂe lover's "fortunes wheele", the beginning and end of

his sad fate, and she could "imparadize' his heart, lift it to the height of

[
P
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bliss that she occupies by virtue of the purity and exc_:e.uence of her beauty. -
Like a true Neo-Platonist, he confines his "thoughts" to her i‘ace--he contem—- o
plates the noblest aspect of her beatity with his highest faculty.

Of course, by .'\'inlxparadize" Daniel does not mean introductiqn into the
Christian heaven but neither is he using the meta.;;hor merely decoratively.

!
Delia may not be a specific rung in‘the Platonic ladder, but the attainment

)

of her love is a kind of salvation. We see this especially clearly ih one

of the finest sonnets of the sequence, a portion of which we have already e

glanced at:
Faire and lovely majide, looke from the shore,
See thy leander striving in these waves: -
Poore soule fore-spent, whose force can do no more,
Now send foorth hopes, for now calme pittie saves.
And wafte him to thee with those lovely eyes,
A happy convoy to a hole lande:
Now shew thy powre, and where thy vertue lyes,
To save thine owne, stretch out the fayrest hand.
Stretch out the fairest hand a pledge of peace,
That hand that dartes’so right, and never misses:
Ile not revenge olde wrongs, ry wrath shall cease;
For that which gave me woundes, Ile give it kisses.
Once let the Ocean of my cares finde shore,
That thou be pleas'd, and I may sigh no more.

. (XXXVIII)
9 ‘ - ‘.

The description of Sestos as "a holy lande" is not as outrightly Neo-Pla-
tonic as Cha.p“r'mn's description of .Corynna's body as "those fields of peace, /

Where soules are feasted with the soule of easef'7 in Ovid's Banquet of Sense,

but is does recall in tempestate securitas. . And this is exactly what Delja's

love represents.

Sonnet XXXVIII is an allegory of salvation. Delia is more of a vision

I
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than a woman of .flesh and blood. Her smiling eyes can wafte the "soule"
_to the safety of the "holy" shore with iupernatural ease and her hand is not
a ph&sical entity by "a pledge of peace", a symbol. She is indeed his an-
chora_spei. | The allusion to "turning the other cheek" in "For that which
gave me woundes; Ile give it kisses'" reinforces this religio;xs symbolism,
_;.nd the internalization of the entire scene in the couplet ("the Ocean of my
cares") raises the lover's strugglé to an almost mystical, and certainly in-
te;xsely symboiical, level, He may not be 'seeking to escape the sublunary
sphere of imperfection, but the waves about torown him are the turbulence
of his own thoughts and the "holy lande' of Delia's love is definitely a
spiritual condition. - »y) "‘ )
Sonnet XXXVIII may lack metaph;éical complexity, but it is not merely
fashionably Neo-Platonic, Its symbolism is organic and pr;oi‘ound and its vi-
sion convincingly intense. The single phrase "calme ixittie" has enough wis-
dom in it to make up for the sonnet's lack of fL)rm&l philosophy. I cannot
say'ﬂb same for all the others that we have just looked at, but neither\ can
i dismiss them as superficial and merely fashionable. Throughout the sequence
the purity and nobility of the lover's aspiration is wholly convincing, and
]Neo-Platonic‘ éymbolism is not Jjust placed upon, but worked into the organic
fabric of the work. Delia is-above her lover--as a star, the sun, a towering
temple, heaven, or, as in XXXVIII, Hero on the shore while he struggles in the
waves. This metaphor of location emphasizes the aspiring nature of the lover's

desire~-he wants to rise to beauty and excellence, not fall into the base re-

alm of sen_s'e. Thus, while Delia is not'a means of access to the divinity,
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she does represent a superior state of being, and evén a superior reaiit,y.
Certainly, the lover does attain the realm of the ideal when he eternizes'
her beauty, and, obviously, Delia is the means of access to it, though she
is, in another sense, an impediment t\.o self-realization. ? But this aspect of

the relationship is also influenced by Igeo'f-Platonic thought. Bruno's The

Heroic Frenzies describes a series of disappointments and new efforts to a-

chieve enlightenment. To use a ¢olloquial metaphor (which Bruno would not
disapprove of), the soul aspires, bangs its head, and bounces back again un-
til it finally reaches the height of "intelligence™ it aspires to. Ve see
the same pattern in Delia: the lover desires her love, over-reaches and
falls into-desmair, gnd finally attains her, though not completely, for al-
though he can eternize her beauty he never enjoys her love.

Of course, Daniel does not adhere to the totality oiu‘ Brunots version.of
Ned-Platonism--but why should he? He simply did not believe ?:'nat the flesh
" is absolulely corrupt or that through love the soul may attain the ecstatic -
?’lightenment of true knowledge of the forms of the Beautiful and the Good
as they exist in God. Nor did he wish to spin out an intricate metaphysic
Just to prove that he was as cé.pable as the next poet of producing one.
Daniel took just what he wanted from-both the tenets of the philosophy and
éhe rhetorical mannerisms of its exponents, and what he took he made his own.
He believed that true love is a- spiritual activity, a heroic aspiration to “
rise above the limitations of mortality and that the attempt to attain beau-
ty, virtue, and excellence ennobles even in failure. He expresses these be-

liefs convincingly. Not merely the lack of sensual descriptive detail, but




the very purity of the language of the sonnets reflects the purity of the

love felt for Delia. She is perfectly chaste, more a vision of innocent
)
delight than a creature of corrupt flesh and blood, and her lover is as pure

and noble as any Neo-Platonist may ask for.

a

3. Delia's tyranny.

Delia should copéider herself fortunate to have so noble a lover, bul,
being a sonnet lady, she torments him to no end. However heroically he might
strive to attain her, she ruthlessly casts him down and tramples on his love
with absolute disdain, He is her abject slave, the victim of her every per-
verse whim. Her disdain of his love nakes his life a hell of torment, and
because she is irresistible, there is no escape~-until he realizes that she
is as much a victim of time and nutability as he of her torturing smiles and
frowns. But until that time he suffers her tyranny.

To emphasize the unnaturalness of this relationship, before sonnet XXIX,
the turning point of the sequence, Delia is systeimatically compared to ty-
rannical, rasculine, mythological figures. In sonnet XXVIII, which we just
glanced at, she is a thunder-u:ilding Jupiter to her lover's rebellious Ti-~
tan:

Raysing my hopes on hills of high desire,
Thinking to skale the heaven of her hart;

My slender meanes presum'd too high a part;
Her thunder of disdaine forst me retire;

And threw ne downe to paine in all this fire,
Where loe I languish in so heavie smart.

He aspired to the heaven of her love and she cast him down to the fires of

hell.




In sonnet XV she is Jupiter again, this time to her lover's Prometheus:

And if a brow with cares caracters painted,
' Bewraies my love, with broken words halfe spoken,

To her that sits in my thoughts Temple sainted,

And layes to view my Vultur-gnawne hart open.
In the sonnet following the lover compares himself to Hercules, ‘but in no
self-aggrandizing manner:

But still the Hydra of ny cares renuing,

Revives new sorrowes of her fresh disdayning;

Still must I goe the Summer windes pursuing:

Finding no ende nor Period of my paynining.

. (Xv1)

I would not go as far to say that Delia is Omphale to his Hercules, but spe-
cial emphasis is placed on the fact that the relationship is an unnatural
T)ne. This Hydra is unconquerable; the lover cannot besome a hero. Every
one of his efforts to win Delia is futile and self-destructive. She is an
obtacle to his self-realization and he can do nothing but bow to her perverse
will, for, as he says:

What bootes to lawes of succour to appeale mee?

Ladies and tyrants, never lawes respecteth.
(Xxv1)

This state of affairs is, of course, a purely conventional. The Petrar-

chist lady is always domineering and her lover :lwlays passive, but Daniel
does draw special attention to the unnaturalness of the relationship through
systematic comparison of Delia to tyrannical, masculine mythological figures.
Moreover, he introduc¢es a not altogether conventional element into the lovert's

A
e ‘

complaints.
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The lover mourns the waste of his youth in hopeleas love, lamenting that
Deliats cruolty hus turned the springtime of his years into a winter of des-
pair: ~ !

1 sacrifize ny youth, and blooming yeares,

At her proud feete, and she respects not it:

My flowre untimely's withered with my teares,

And winter woes, for apring of youth unfit.

(Xx1)

Now sonneteers of the Pléiade were, as Frenchmen are wont to, rather attached
to lamenting the passage of youth in bitterncss, but Daniel gives a personal
twist to this sort of complaint. Particular emphasis is placed on the fact
that while the lover is wasting his youth, Delia is enjoying hers. He is

witherced with untimely sorrow; she:

~
’

A modest maide, deckt with a blush of honour,
Whose feele dbe treade greene pathes of youth and love.
(V1)

This imbalance in their fortunes is so movingly presented that it leads
,one to think that Daniel is remembering a love affair of his own; certainly,
it is with feeling that he compares the path tHe lover takes to Delia's:

Whilst youth and error lod my wandring minde,
And set my thoughts in hcedele waies to range:
All unawarcs a Goddesse chaste I finde,
Diana-like, to worke my suddaine change.
(v)
Delia finds bliss; her lover torment. "Youth and love" lead her down plea-

sant paths to "where the sweetest blossoms first appeares" (XLIII), to the




locus amoenus; but instead of meeting her there, he is the prey of a murde-

rous despair: "My thoughts like houndes, pursue me to my death' (V). Ver
himself has filled her QJlappe with flowers™ (XXXII), but he must "goe the
Summer windes pursuing® (XVI), wasting his youth in a hopeless passion,

Delia has her whole life before her; he, nothing but torment:
- . ‘

Happie in sleepe, waking content to languish,

Imbracing cloudes by rnight, in day time morne:

All things 1 loath save her and mine owne anguish, P

Pleas'd in my hurt, inur'd to live forlorne,

Nought do I crave, but love, death, of my lady,

Hoarce with crying mercy, mercy yet my merit;

So many vowes and prayers ever made I,

That now at length t'yeelde meere pittie were it.( )
XvI

His love--~his very life--is a mistake:

Since the first looke that led me to this error,
To this thoughts-naze, to my confusion tending:
S$till have I liv'd in griefe, in hope, in terror,
The circle of my sorrowes never ending.
) (XvII)

”‘5‘
Delia is no Ariadne to guide him through the labyrinth of despair; she ex-

acts the tribue of his love like a Minatour:

Yet cannot leave her love that holdes me hatefull, N
Her eyes exact it, though her hart disdaines mee.

See what reward he hath that serves th'ungratefull,

So true and loyall love no favours gaines mee,

(XviI)

S

All he can do plead, and his pleas fall on deaf ears:

Oft have I tolde her that my soule did love her,
And that with teares, yet all this will not move her.
. (XvII)




Indeed, not only doés she not’respond to his s for mercy, but glories in
them like a tyrant in his spoils. In sonneft X the lover prays to Venus (in-.

p volting her with the now famous epithet): >

0 thou that rul'st the confines of the night,
laughter-loving Goddesse, wordly pleasures Queene,
Intenerat that hart that sets so light,

The truest love that ever yet was seene.

And cause her leave to triumph on this wise, -
Uppon the prostrate spoyle of that poore harte:

. That serves a trophey to her conquering eyes, ‘
And must their glorie to the world imparte. 1
Once let her know, sh'hath done enough to prove me; A

And let her pittie if she cannot love me,

His eloquent prayer provzs futile, for in sonnet XIII Delia's heart is

t

still as hard and cold as stone:

. And still I toile, to chaunge the marble brest
Of her, whose sweetest grace 1 doe adore:
° Yet cannot finde her breathe unto my rest,
Hard is her hart and woe is me therefore.

Delia is a marble Galatea who will not ,turn to flesh, and he the opposite of

Pygmalion: , . ¢

¢ Behold the happe Pigmaleon had to frame,
And carve his proper griefe upon a stone:
My heavie fortune is much like the same, -
I worke on Flint, and that's the cause I mone. . .
O happie he that joy'd his stone and arte,
Unhappy I to love a stony harte.

(XI11I)

o
,

Thus he hag a double sorrow, for he fails as an artist as well as a lover.

This is made clear as early as sonnet II:

N




" hart", to clutch her breast like a baby w})en it uants milk. His poet.ry, con- !

)hfant when confronting Delia. He is, in relation to her, the opposite of

\oeqdenge ke is actuwally mdepoodent. enoygh to stop singing her px*aloes and

Goe wvailing verse, the infants of ny love, ‘
Minerva-like, brought foorth without a Mother: - . -
Present the image of the cares I prove,
Witnes your Fathers griefe exceeds all other.
Sigh out a story of her cruell deedes,
» With interrupted accents of dispayre: [ . \
A Nonument that whosoever reedes, .
Moy Justly praise, and blame my loveles Faire. .
Say her disdaine hath dryed up blood :
- And starved you, in succours denying: ) -
" Presse to her eyes, import.une me some good; b .
Waken her sleeping pittie with your crying. ’
“Xnock at that hard hart, beg till you have moov'd her; n
And tell th'unkind, how deerely I have lov'd her. °

" The lover conc‘eives poetry like a god, Jupiter, but he must send his verses
- begging for merci‘ like a father who sends his children to plead for t.heir ) y

(mother's return. He te].ls his poems to "presse to her eyes" for "pittle" v
whlch through the punning force of "syccours", is compared with milk, Then

'to wake her with crying, and when even that feils, to "nock a.t. tlat. hard ' -

ceived in god-like solitude, becomes as meffectml and pathetic as an in- '
Juplter it is he who is a.bandoned and he who must ua:ll
Further on we find the lover in a wholly different pos:n.tion. #hen he c¢-

ternizes Delia. he is quite as successful as .Pygmalion a,nd by the very end of\the

turn to a nore rewarding theme. But before the etérnizing sonnets core the 1
. ¢ ' | J
carpe diem, and they are worth looking at. . !

L]




(2

52.

NOTES

,1 . .
Samuel Daniel, Hymen's Triumph, in The Life and Works, ed. cit., 3, 11.
1256-1290.

2

Giordano Bruno, The !leroic Frenzies, trans. Paul E. Memmo, Jr., Univer-
sity of North Carolina Studies in Romance languages and Literature, 50 (Cha-
pel Hill, N.C.: University of North (arolina Press, 1964), pp. 113-14. All
subsequent references to The !lleroic Frenzies are to this translation and
edition.

°3
Ibid., p. 115. :

A N
See Appendikx II below.

5.
Bruno, p. 204.

i

6 .
_ In the 1591 version of sonnet XIII (p. 173) we read: "And still I toile,
to chaunge the marble brest / Of her, whose sweete Idea I do adore." This
was corrected to "whose sweetest grace 1 doe adore™ in 15G2.

-7

(1941; rpt. New York: Russel, 1962), stanza 67, All subsequent refererfcés
to Chapmants poetical works are to this editiion. ‘

S
2

-

» K '
George Chapman, QOvid's Banquet of Sense, in The Poems, ed. P. H. Bartlett

v




SEIZE THE DAY

It is in Delja that we find the first full expression of the carpe diem
theme in.English sonnetry, yet, although these poems rank among the finest
in the language, they have never been examined with care. We shall there-
fore subject the best of the carpe dieﬁ‘sonnets to close analysis and, of
course, consider their role in the sequenée.as a whole; observing the chan-
ges in tone and developments in pattérns of imagery that signal the modifji-
cation on the lover's attitudes towards Delia, himself, and his art. Unfor-
tunately, there i not enough-space for extensive pOmpariéon of Daniel's~

treatment of the carpe diem with other Renaissance poets!, but emphasis will

. be placed on how his method differs from the norm Jﬁd the ethos of the son-~

nets will be discussed in the reference to the commentary og the -one mo?ern
*

critic who has dealt with this aspect.

1. The lover's rebellion.

i

As I have pointed out, with the introd;ctioﬁ of the carp§ diem theme. into
the sequence we find the lover bfhaving quite differently. Defore sonnet
XXIX he was Delia's abject slave, the pathgtic victim of her every perverse
whim. ,Noﬁ, instead of pleading and whining for‘mercy he says: ‘ )

-

Beautie, sveet love, is like.the morning dewe,

Whose short refresh upon the tender greene, ~
Cheeres for a time but tyll the Sunne doth shew, )
And straight tis gone as it had néver beene. .
' Soone doth it fade that. makes the fairest florish, ‘
Short is the glory of the blushing hose,

The hew which thou so carefully doost nourish,

1 ’
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.

Yet which at length thou must be forc'd to lose.” | |
(XLII)

e

2

He is lecturing Delia, telling her what she does not know with an air that
verges on pedantry. He still loves her and stiil suffers from her disdain,
but he has rebelled. Realizing that Delia is a mere mortal, as susceptible
to the harshness of life as he to her cruel smiles and frowné » he regards

her as an equal. He understands her beauty, understands it far better than
she, and soon will be able to resist its deleterious infleence. «Awalie of the
nature of the force that ca.pt.i‘vat,ed and torments him, he is no longer the ab-

solute victim. He needed no longer beg and plead and suffer hopelessly. .

~

When thou surcharg'd with burthen of thy yeeres,,
Shalt bend thy wrinkles homeward to the earth: ’
When tyme hath made a pasport for thy feares,
Dated in age the halends of our death. -
But ah no rore, thys hath beene often tolde,
And women grieve to thinke they must be old. . .
N | . . (XLIT) -

. TN
+ o

He knows that Delia, the "cruel-fair", w:n.]l herself griev; as 'bitterly as he
'does now. Understanding her beauty, seeing iy in the wider context of the
mo‘rtal condition, he is almost free of its spell. By the very end of the.
sequence he will be able to stop‘ praising and complaining completely. le
will be free enough to try tc; stop loving Delia.

r'l'his change in the .'l‘.over'sa behaviour ﬁ neither sudden nor improbable.
Daniel does not introduce thegcarpe diem directly after the "“praise and com-
plaint®™ section, but cleverly places a transitional .poem at the crucial

-

point, thus making the change in attitude dramatically plausible and the

-~

’_
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reversal in the relationship causal. Instead of spontaneously realizing
and declaring that Delia's beauty is imperfect and consequently resistible, -
the lover first looks at her objectively. He iga;_g_r_n_g that she is less than
perfect and that he need not suffer her perverse cruelty.

v

O why dooth Delia credite so her glasse,
Gazing her beautie deign'd her by the skyes:
And dooth not rather looke on him (alas)
Whose state best shewes the force of murthering eyes. voop
The broken toppes of loftie trees declare, /
The fury of a mercy-wanting storme: )
And of what force your wounding graces are,
Uppon my selfe you best ray finde the forme. ‘ -
Then leave your glasse, and gaze your selfe on mee:
That Mirrour shewes what- powre is in your face:
To viewe your forme too much, may daunger bee,
Narcissus chaung'd t'a flowre in such a case.
And you are chaung'd, but not t'a Hiacint; -
I feare your eye hatn turn'd your hart to flint. . ’
-(XXIX)

~

The lover has distanced himself enough from Delia to be able to see that her
wilfull pride is as destructive to her as to himself. Tormenting him to
please herself, she has become a monster of vanity-—not Narcissus , but a
Gorgon whose glance petrifies its own heart. In sonnet XVII ‘the lover had
complained:

Yet cannot leave her love that holdes me hatefull,

Her eyes exact it, ‘though her hart disdaines mee.
Now he not only regards Delia's beauty objectively enough to perceive its
imperfections, but is ad\}ising instead of imploring her. There is a hint of

exasperation, perhaps even of disgust, in the couplet of XXIX; in any case,

4
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this is the first time that Delia is being compared to anything repulsive. -
Furthermore, indicating his growing independence, for the first time in the
sequence sincétsonnet II and the comparison of bis inspiration with Jupiter's
bearing of Minerva, the lgver compares himself to a victorious mythological
figure-~Perseus, the Gorgon's conqueror.

Then leave your glasse, and gaze your self on mee,

That Mirrour shewes what powre is in your face.
His £ac; is, io‘be sure, not nearly so effective a shield as ﬁérsens', for
it "shewes the force of murthering eyes®, absorbs instead of deflecting the
deadly rays, but the allusion signals a considerable modification in khe re-
lationship. . )

Iﬁ‘éonnet V the lover lamented the "suddaine éha.ngé'; that i)elia's beauty .

had worked on him. In sonnet XII1 he complained that he could not, like

Pygmalion, turn lifeless marble into living flesh, and in XXVII that his

suit was aé‘misfortunate as Icarus' reckless flight. In all three cases,
. 1
and throughout the first section of the sequence, Delia was the irresistible

7

~cause of the lover's suffering and the irmovable object of his pleas. Now

ahe is herself subaect to change, and tragically so, for it is not a mythic
flower But a snake-coiffed Gorgon that her vanity turns her into.
The symbol of metamorphosis in sonnet XXIX grepdres for the major theme
of the carpé diem sonnets, that of mutdbility. . 1
I once may see when yeeres shall wrecke my wronge,

When golden haires shall chaunge to silver wyer.
(xxx)
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! ’ ) .
Time, a natural process beyondl Delia's authority, will affect a change as
. | !
..devastating as she worked on her lover. He is seeing her in the context of

martality: in his éyes, she has been humnized.

looke Delia how wee steeme the half-blowne Rose, .
The image of thy blush and Summers honor:

Whilst in her ‘tender greene she doth inclose N
That pure sweete beautie, Time bestowes uppon her.

No sooner spreades her glorie in the ayre,
But straight her ful-blowne pride is in declyning;

She then is scorn'd that late adorn'd the fayre:

So clowdes thy beautie, after fayrest shining.

No Aprill can revive thy withred flowers,

Whose blooming grace adornes thy glorie now:

Swift speedy Time, feathred with flying howers,
Dissolves the beautie of the fairest brow.

-~ ‘ 0 let not then such riches waste in vaine;
" But love whilst that thou maist be lov'd againe.
(XxX1)
.' He no longer envisions her as a goddess;—like "crugl-fair", but as a part
. . of natural crealion who must obey creation's laws. "No Aprill can revive

kN
thy withred flowers": mere flowers are more- fortunate than she. They are

born again each spring, as beautiful as ever, but she has only one April, =«

! s

one youth.

Delia is certainly no longer in the position she enjoyed when her lover

4

complained:

What bootes to lawes of succour to appeale mee?
Iadies and tyrants, never lawes respecteth. 7

; (Xxv1)

As Williamson points out, "MNot Delia but Time is now the Tyrant, and whereas

in XXI it was the poet's flower that untimely withred, it is now Delia's

@ - | o




flowers that fade to a 'winter-withred Hue? . "
Unless Delia respects the laws of her creation, she will be in the same

]
pitiful position that her lover complained of:

I sacrifize my youth and blooming yeares,
At her proud feete, and she respects not it:
My flowre untimely's withred with my teares,
And winter vioes, for spring of youth unfit.
' ! (XXI)
If she continucs in her proud disdain, she will find her youth a senseless
sacrifice to a thankless tyrant--time.
Clearly, a reversal has occured in the relationship. The lover is still
suffering, but he now knows that Delia's beauty is not perfect and consequent-
1y is bold enough to urge and warn her instead of begging and pleading. His

tone of voice is stonger and more self-assured, though ir no way cruel; and

he aEﬁually regards Delia from a different perspective. . Before sonnet XXIX

‘he was always looking up at her; now, when she is no longer comparable to

towering templés or the heavens but to f%owers,_he looks straight ahead to

see her: they have becore equais. | ,
The fact that this reversal has occured is perfectly obvious {from the way

the lover speaks to Delia, bgt to make the point stick and to explain the

subtleties of the transition, Daniel has recourse to yet another expedient.

2, The imagery of the carpe diem sonnets.

0 I.

We turn again to the transitional sonnet, XXIX. DBefore this point, Delia
N :

. was compared to marble and the light of heavenly bodieé; now spring flowers.

-

4
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The change in the dominating imagery occurs in XXIX:

Narcissus chaung'd t'a flouwre in such a case.
And you are chaung'd, but not t'a Hiacint;
I feare your eye hath turn'd your hart to flint.

In addition, sonnet XXIX is the first'to introduce nature as an important
agency in the lover's universe. Of course, sonnet XXI spoke of "winter woes,

for spring of youth unfit", but only in.order to show that Delia had usurped

nature and that the passing of the lover's youth in bitterness was unnatural. .

The destructive forces in XXIX are natural, not the lightning of Delia's eyes
but the "[ury of a mercy-wanting storme'". Her beauty is "deién'd her by the
skyes", it is derived from a source of greater authority than hers, an autho-
rity to which she herself must yield. If the furious winds can so easily
break the tops of loftie trees" think what they could do to a mere flower .
that blooms for no more than a few days in the early spring. Sonnet XXX
develops this theme of mutability with "Then fade those flowres which deckt
her pride so long", and in XXXI it is completed in brilliant "No Aprill can
revi;re thy withred flowers",'whic}?, with the greatest d;zlicacy and grace,
evoces the entire pattern of the seasonal cycle and locates Delia within the
Chain of Being.

The cosmologically oriented Elizabethan certainly appreciated sonnet XXIX
as a turning point, and I believe that we too should consider it, and not,
as Williamson suggests,2 XXX, as the crux of the sequence. It is, after all,
here that the lover first addresses Delia boldly and that he begins to see

himself in a new light. The tops of the "loftie trees™ that he compares

ar




himself to may be "broken", but they were towering and the trunks still stand.

Previously, he lamented a precipitous down-fall; now he has attained some
1 ,
stature, and from here on he will no longer regard Delia as an absolute su-

perior. The metaphor of location describiﬁg the relationship is beginning to
be reversed.

And the purport of the light imagery also. Befo?e XXIX Delia's eyes were
compared to the blinding sun (II), piercing crystal darts (XIII), the lover's
evil star (XXVI), and the flash of Olympian thunder (XXVIII). In sonnet XXIX
they are still "murthering”, but no less so to Delia than her lover, for they
have turned her heart to "{lint"., Sonnet XXX describes the actual fading of

their forces:

I once may see when yeeres stall wrecke my wronge,
And those bright rayes, that kindle all this fyer
shall faile in force, their working not so stronge.

~
Kl

In sonnet XXXII, Delia's eyes, the epitome of her beauty, are outshined by a

greater source of light, that of the matural sun:

-

But love whilst that thou.maist be lov'd againe,

Now whilst thy lay hath fill'd thy lappe with flowers;

liow whilst thy beautie beares without a staine;

Now use thy.Summer smiles ere winter lowres,

And whilst thou spread'st unto the rysing sunne,

The fairest [lowre tnat ever sawe the light:

low joye thy tire before thy sweete be dunne,

And Delia, thirnke thy morning imust have night. ] '
and that thy brightnes sets at lenght to west;

when thou wilt close up that which now thou showest: .
And thinke the same becores tiliy fading best,

Which then shall hide it rost, and cover lowest.

Fen doe not weich the stalke for that it was,

WQen once they finde her flowre, Ler glory passe.
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In sonnet XI1 Delia's eyes were her lover's "fortunes wheel", his deaﬁiny.
llow Delia is as dependent on the ™rowling grace" (XXI) of the sun as her lo-
ver on her smiles and frowns. Wwhile it is strong and bright she is "the
fairest flowre that ever sawe the light", but once it "sets at length to }
west" and. “winter lpwres" ataher, she will fade and crumple like a frosi-
striken bloom.

Such is, of course, the standard message of the carpe diem address, but
few match this one. -Behind the lovely imagery stands the wisdom of experien-
ce. Sonnet XXXII is a history of beauty from its apex to its nadir so full
and so intricate that one scarcely understands how it is a mere fourteen line
long.

The second line in the first quatrain is, as we seen, itself suggestive
enough to constitute an allegorical vignette. '"liow whilst thy Hay‘path,fill'd
thy lappe with flowers®": wandering through a vernal wood, Delia has met the
May and her apron is full of the blossoms he gave her to hoﬁour her loveliness.
The couplet presents an entirely different situation.

Men doe not weigh the stalke for that it was.

#hen once they finde her flowre, her glory passe.

> I
"Mmien" suggests a -crowded location and "weigh" commercial activity: Delia will
be constrained to bring her beauty to market (not an uncommon Elizabethan
practice), but instead of a whole apron-full of flowers, all she ‘will have to
offer is a single, crown—}ess stalk, which none will bother to €ven look at,

much less love and honour for *that it was"™.

AN
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The next sonnet develops this miniature to its logical conclusion more

naturalistically: .

When men shall finde thy flowre, thy glory passe,

And thou with carefull brow sitting alone:

Received hast this message from thy glasse,

That tells thee trueth, and saies that all is gone.

(XXX111)

In the first quatrain of sonnet XXXII Delia was free to wand?r carelessly,
shunning all company for the intimacy of the hay. Now she is again alone,
but it is the solitude of loneliness, not pastoral bliss. "Men", whom she

shunned, now reject her and all she has left to converse with is the mirror

that "tells" her "all is gone".

»

If we look at sonnet XXXII again, we see how its least features elaborates
the unavoidability and tragic swiftness of the passing of beauty. 1In the
first quatrain *tay" and "Swmnmer" define t.h‘e span of Delia's youthfull love-
liness as a single season. By the second quatrain, it seems as short as a
single day: "And Qe__h___q._, thinke thy morning must have night." The third
qua.tx:ain introduces a geographical metaphor, and the temporal is seen in
terms of the spatial, as in Marvell's "To His Coy Mistress"™. When Delia's
brightness "sets at length t.o west" she will "close up" all the loveliness

+

she now shows, fold up .the apron that held the sweetest flowers of the spring
and in doing s<; cover her wh.ole life, her whole world, with d‘a.rkness.

The single line "Now use thy Summer smiles ere winter lowres" is also sug-
gestive enough to present another minjature allegory of the transitoriness

of mortal beauty. Delia's smiles, like her apron-full of flowers, are hers



-

only for a season, but winter's frown is always its own. Smile &s she may

when her beauty has faded, winter's angry frown will beat her down like a
single, slender stalk. The Juxtaposition of the verb "lowres' to the weaker
noun “smiles" emphasizes this imbalance: the very grarmar of the poem is a
part of its argument.

With so formidable a model in his control, Daniel had no negd‘for the
pgruesome explicitness favoured by rany of his contemporzries. Indeed, spe-
cific and satirical detail would destroy these poems, for their pgreatest
strength is subtlety and Aelica v. Take the couplet‘of XXZIY as an exanple.
We could nawe a good rany Elizabethan poets who would ‘prefer to see it chan-
ged to something like

ben weirh, then drop the stalke 'spite that it was,
When once they [{inde her flowre, rer glory passe.

Had Daniel given the couplet such a twist, it would have changed the sonnet's
vision from tragic to.satirical. ile ray, of course, think of a crowm-less stem
rotting in a nmarket-place gutter, but we do it on our own time and outside
the authority of the poen.

Daniel counted on this. He expects the reader to fill in the details and
so never raises the death's head or rakes off-coloured jokes about worms.
His poems are none the weaker for this; in fact, they ray be read along with
the very greatest of the Renaissance, never mind the sixteenth century, with

perfect satisfaction.



3. The ethos of the carpe diem sonnetsk

The erotitism that characterizes the Renaissance carpe diem is also ab-

sent from these sonnets, but this not a weakness either. Anxiety for the
. < ‘ [}

passing of beauty replaces sexual drgency and tenderness nervous enthusiasn.
Delia is pathetically, not excitingly beautiful, and her lover responds to <
her relucta;lce not with feverish impatience, but a tender, elegac SOrrow
that is perfectly in keeping with his basic character. ‘
J. B. Broadbent overlooks this aspect of Daniel's carm- diem sonnets.
2

According to him, Daniel -

-

treats the carpe diem as an erotic ritual....Set in an

Elizabethan garden, these sonnets are in the Renaissance

mode of courtly love-sumptuogs, but lacking in either

metaphysic or passion. They rustle with cruelly ammusing : B
whispers ("and Delia, think thy morning must have night)

and glances (Thou wilt close up that which now thou show'st),

threats of penetration and aetumescence ("Straight her wide-

blown pomp comes to decline"™). But they are addresssd to

no-one in particular--the posturing of literary sex.
3

v

The emphasis in "And Delia, thinke thy morning must have night" (XLXII)
is on "thinke", not l"must", and this rakes it a heart-felt plea rather than
a "cruelly amusing whisper'. The antit.hesisﬂis brilliant, but being a mart
of the organic whole of the sonnet, which cor;trasts age to youth to derons-
trate that Delia is a part of naturalf'lcreation_ and Imust. obey its laws, it
is anything but glib, punitive 'wit. As for “wide blowne poup cones Lo de-
cline" (1601 version of "ful-blowne pride is in declyning"lxl(.il) » "blowne"
means blossoned, nc‘at. swelled, and there is no hint whatsoever, much less
"threats" of "penetration". 'Decline" indicates wilting, not pl;ncture,

and the whole purpose of the sonnet is to demonstrate that this

-



o

\ . ! ’ ’o
wilting is a perfectly m:t.ur'a?. Prbceaa. |
For Daniel the transitoriness of beauly \;as a rhilosophical fact, not an
q'xcuse for frenzied celetration. MNor can his concern with mutability-be con-
sidereti a neurosis. e my Jamanﬁ the impermanence of mortal works mpre of- .w”
t.en than rost, but he alvays faces up to the problem aquarely He believed:
as deeply in the immortality, of the written word as he feared for t.ha tran-
sitory {ut_\}re of the thin i5s he eternized; more in fé.ct, for his belief was
streng enough to prevail. It ig his faith in the immortality 91‘ his art that
moved him to dgel‘-)p ; style so pure and clear that after mor)e than three .
,.hundred rears vi:-t\.all;,r evérything he wrote can be read without the aid of
. ., & glossary. .'Lf one _ix}‘sist.s that he bore a psychological wound, he must als‘o‘"
ackn;wledﬂe that he had a stoui bow, gdd drew it well. .

: ’ /
) As for the sonnets being & necrophilic verotic ntua;%" if any one cf. ;

3 -

t,help is read outside the sequence they 1rpress the reader as being rerarkadly

<

tender, and any *hihg but fr:'volousl; perverse. "hatever impression, of odd-

ress ray arise from the fact that Delia is the rost beautiful when ~etapho-

3

ri“cal]q' nearest death is instan tlj éispelled b,r the’ P Fses of thd eternit;
12}

‘of art, that cozye rizht after the carpe cdien Indeed, here is xore and

greater love in these sonnets trhan in anj other in the sequence, and if la-

nisl is to be blawed for lo'v"" things tnat fode qui ckly, hse isim good company.
o -
. . 3 .v - 1
I’urnher: ore, Lhere iz still soanet XLII1 te concider:
>
4) - .

~

- Ah sport sweet layde in season of these jyeeres, '
And learne to rather flowers vefore they wither:
And wiere the stizetest blossops first argpeared,
Let love and jonth conduct Jhy rlezswures thigner,

a3
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This is, if qnytﬁing, an gffirmation of life.virtually at the expense of art.
Throughout the sequence, Delia's lover's heroic struggles have a life and not

death loving motivétion, particularly in the eternizing sonnets: "Thou canst

v

not dye whilst any zeale abounde /.1n fgeling harts" (XXXV). As a matter of
fact, the lover's idealism is so great thatthere is not the slightest hint
" of greed about his motives. He never says Menjoy your youth with me", and
never tries t? persuade Delia of .the pleésutes of cooperation. With a few

v

-minor changes these sdhﬁetg might be addressed to a giri urging her to marry

soneope else. N
Broadbent finds this a fault also: "They are addressed ta_no-one in par-

ticular--the posturing of literary sex." He has failed t§ notice that the

lqve\felt for Delia is pure, more spirithal than-physical. There is nothing

to "posture". .Indeed, the lover is now closer to Delia than ever before:

-

.When llinter snowes upon thy golden heares,
And frost of age hath njuh thy flowers neere:
When darke shall. seeme day that never cleares,
And all lyes withred that was held so-deere.
, . (XXXIIII) )

He is’looking at the world as she will in her olé age—~agtually thrﬁugh her
J eyes. aThis is a considerably more sympathetic attitude than we encounter in
‘the vast:}ajority of Petrarchist works.
The carpe diem sonnets are not punitive wit. To think so is to misinter-
pret the sequence, to fail té observe the qdiie evident changes in the lover's -

attitudes towards Delia.




4. From revenge to pity.

)

It would be mosk unlike Daniel to make his lover wallow in self-satisfac-'"
tion at the knowledge of Delia's imperfection. The most cursory .glance at

_this part of the sequence assures that he did not, that whatever feeling'of

~

triumph the lover first expresses in his discovery of Della's nbrtality is
quickly replnced by sympathetic enntlona. For example, the openlng line of
the first sonnet in this sectlon warns Delia that "I once nay see when yeeres

shall wrecke ‘my wronge" (XXA). This 1s vengeful, but the last quatraln of

3

XXX ends with: .. "

Goe you my verse, goe tell her what she was;
For whdt she was she best shall finde in you.

Age will treat Delia harshly, but not her lover's poem, though she mocked his

A

love. .

Similarly, in sonnet XXXII the lover tells Delia that

* a -

Thou maist repent, that thou hast scorn'd my teares,
When Winter snowes uppon thy golden heares.’

[ Y . - \ . FIA

The second couplet of ige following sonnet, howev;r, shows the lover acting

P

quite differently:

Then take this picture which I heere:present thee, .
Limned with a Pensill not at all unworthy: .
Heere sce the giftes that God and pature lent thee;
Heere read thy selfe, and what I suffred for thee.
T ' . (XXXIIII)



.
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Each time that the lover warns Delia that time will avenge his wrong he im=-
mediately adds that he will be there to stand by her, at least through his

poetry. TFurthermore, in' sonnet. XLII he actually repents having'frightened

her:

I must not grieve iy love, whose eyes would reed"

Lines of delight, whereon her youth might smyle:

Flowers have a tyme before Lhey come to seede,

And she is young and now must sport the while. .

This second thought constitutes a veritable retraction of the memento mori.

' all
lie no longer says "lLooke Delia how wee steeme the half-blowne Rose" (XXXI):

congider how you will fade and wither, Sut,

4

Ah sport sweet layde in -season of these yeeres,
And -learne to gather flowers before they witlier,
‘ (XLI111).

even though Eer'sport" is his despair.

In a similar position, the lover of Drayton's Idea nakes capital use of
. . !
the opportunity to punish his lady for her cruelty:

\
}

There's ‘nothing grieves me but that Age should haste,

That in my dayes I1'may not see thee old,

That where those'two cleare sparkling Eyes are plac'd, .

Onely two Loope-hopes, then I might behold.

That lovely, arched, yvorie, pollish'd Brow,

Defacldgwith Wrinkles, that I might but see;

.Like grazzled Mosse upon some aged Tree;

Thy Cheeke, now flush with Roses, sunke,.and leane,

Thy lips, with age, as any Wafer thinne, v

Thy Pearly Teeth out of thy Head so cleane, C

That when thou feed!st, .thy Nose shall' touch thy Chinne:

These lines that now thou scorn'st which should delight
thee,

Then would I make thee read, but to despight thee. hf,

AY
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Instead of thus pickling his spleen for future use, Delia's lover mourns, and
his sorrow comprehends all beauty that is doomed to fade.

The lover has no need to crow because he has realized that he and Delia
share a common fate, that, iﬁdeed, he is more fortunate than she in that he
understands the nature of beauty and is_a.blé to defend it against the ravages
of time.' Delia is no more ready to love him than before and she still scorns
hig art, but, with true greatne.ss of spirit, he brings it to her service ne-
vertheless: . ' .

These are the Arkes the Tropheis 1 erect,
To fortifie thy name azsainst old age,
And these thy sacred vertues must protect,

Against the Darke and tim€s consuming rage. >
’ : ' (Xv1) -

\
The lover is struggling with time, not Delia. The basic conflict of the se-

”,

q’uéhce has been displaced-—not completely, for Delia is“still cruel and ‘he
still suffers, but enough to redefine his role, The lover is no longerl Deli;'s
victim but her champion, and a stout one, for "times consuming rage" is as
--dangerous as any dragon's maw.
‘ ‘The redefinition of the lover's role ‘and situation is logically preceeded
by the redefinition of the mature of Delia‘'s béa.u’cy, his greatest influence.

Before sonnet XXXIX it is as irresistible as a goddess's; after, it is no less

excellent, but different, as far as the lover is concerned, in kind and effect.

Then take this picture which I heere present thee »

Limned with a Pensill not at all unworthy: .

Heere see the giftes that God and nature lent thee. %
: (XXXI1I1)
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+

He has realized that Delia's beauty is not absolutely her own, that it is a
gift of "God and natufe" lef£ to her only for a span, and that, like all gifts,
it must be p{Pperl& used lest the givers' displeasure be incurred. Because he
has become aware of this, he is able to resist her attraction to a considera-
ble degree and, furthernore, beg‘fr?s to see himself in a new ‘light——not. as her
cringing victim, but her protector. It is through the discovery of the tran-
sitoriness of her beauty thaL he discovers the eternizing powers of his art

r

and his own potentials as a pnet.‘
' By thus preparing the way for the eternizing son;:£s, the carre diem son-
nets have a transitional function. This is why the two sorts are mingled ra-
ther than set apart. -The lover's assurénées of the immortality of art nust
come fast on hi§ advice to "seize the da&" lest the transitoriness of ﬁelia's
beauty strike us a§wabsolute.’ One is the logical conclusion of the other: De-
lia's beauty isiﬁia;;itory; it mugt be eternized, A separation into two dis-
tingt sectioﬁ; would destroy the equation, obscuring the significance of the
lover's new attitude towards Delia and the change in their relationship. It
would also deprive us of the pleasure of being able to read sonnets XXXI to

XXXV, which are linked by the repetition of first and last lines, as the mu-

sically fluid development of single idea.
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h ' . ‘e
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ETERNITY

Wo now come to the eternizing sonnets, the crowning achievement of Daniylts
lyric poectry. As before, wo shall examine moﬁulntiond“in tonc and dovelo
nent.s in the pattorns of inagoery to éctormine how far the lover has progrossed
towards artistic independence. Bub, as tho concoept of‘tho jmmnortality of arh‘
stands central in Daniel's uwocusthetic, most time wlill benabontJon defining
what ho actually mcang by eternization. 'This is an indispensable study for
Danicl's work is scarcely comprehensible witvoub understaﬁding of this con-
cept and appreciation of the depth of his belief in his own capacily to pre-
serve Lhe transitory in poelry. We shall therefore try to look at as many
ocxpressions as possible of this belief in works other than Delia and examine ,
h%s dependence on Neo-Flatonic aesthetics for éheoretical support. ,~Thus we
shall have a glimpse at the developunent of ghis concept. in his writings and,
in addition, thdf;pportunity to appreciate the intellectual independence with

which the young laniel approached a-body of thought as well ¢cotablished as

Neo-Platonism was in the sixteenth century.

\

N 1. The tone and imagery of the eterning sonnets.

We have seen that Daniel was nore troubled than nost by the fact of muta-
1 I d
bility and how he projected this concern unto the persona of the sonnels.

b

Deliats lover mourns the passing of beauty, warning her Lo "seize the day"
beforc age steals the sweetness of her youth. We noticed that in the carpe

diemm sonnets the lover was no longer as abject and pathetic as in the "praise

¢

Y
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and complaint" section. He was beginning to think for hierlf, to regard
Delia objectively and act accordingly. In the eternizing sonnets we find
yet another posture and hear a different voice. Before XXIX the lover plea-‘-
ded plaintively, not seldom hysterically. In the carpe diem he spoke with
greater assurance. He had realized that Delia was not all so powerful but,
like him, susceptible to all the misfortunes of human existence. But it is
. only in the eternizing sonnets: when he is fully certain of the valqes of
his art, perfectly assured that he can preserve mortal beauty in the impe-
rishable medium of poetry, that he speaks with complete and convincing con-
fidence: N

This may rermaine thy lasting monument,

Which happily posteritie may cherish:

These collours with thy fading are not spent;

These may remaine, when thou and I shall perish.

1f they remaine, then thou shalt live thereby;

They will remine, and so thou canst not dye. ’
' (XXXIII1)

The sense-of certainty and fulfilment is unmistakable, "Thou shalt not
dye": it could not ‘be said more simply. The lover has no need for elaborate
rhetoric; he is perfectly convinced of his own abilities and need not pro-
test effusively. We feel his confidence in the very ring of the sonnets.

So much is evidént,ubut it was still necessary for Daniel to work the
imagery of these sonnets into the over-all patterns'of the sequence, for al-
though the tone is convincing enough, he has to specify the extent of the
lover's development and explain its éignificance. ?b accomplish this, Daniel

does not, as in the carpe diem sonnets, introduce new images, but redefines
3 .

I
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ones already established wit:hin the sequence. We find again images of stone,
flames, eyes and symbols of cold.and darkness and heat and light, but tﬁe
context, and consequently the purport, are new.

For example, before sonnet XXIX Delia was marmoreal in her reluctance.

Like all sonnet ladies, she had a "marble brest" (XI11), a heart of stone

&

against which the lover was ever cracking his spellbound head:

Still mmst 1 whet my younge desires abated,
Uppon the Flint of such a hart rebelling.
; i (XvII)

v

Now, having eternized her, preserved the essence of her beauty in poet,ry’,

he exclaims:

How many live, the glory of whose name,
Shall rest in yce, when thine is grand in Marble.
(Xxxxv1)

As C. F. Williamson points out, "the durability of marble, which in XIII
represented Delia's stony heart, has now become a measure of the power-of
verse."l

Symbols of fire and consumption also acquire a new meaning. In sonnet

XXVII the lover complained "Th'Ocean of my teares must drown me burning",

/

and in XXVIII:

L ]
Her thunder of disdaine forst me retire;
And threw mee downe to paine in all this fire.

[N
"

As Williamson again olserves: "Fire...now has the power ‘to immortalize the

'lady."z We see this m sonnet XXX:
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Your firie heate.lets not her glorie passe,
But Phenix-like shall make her live anew.

The enorgy of the poet's verse will replace the heat and light of the sun
when it "sets at length to west™ (XXXII) and make her beauty shine again.
Similarly, before sonnet XXIX the lover lamented that Delia triumphed in his

A

desiair:

And cause her leave to triumph in this wise,
Uppon the prostrate spoyle of that poore harte.
‘ (x)

v

&

She accepted his complairits like a conqueror the trophies of his victory;
now she will be utterly dependent upon his art for a '"asting monument"

(XXX11II) of her lovelinéss, and he will erect t,rophigs instead of being

trampled on like one:

_ These ané f,he Arkes the Tropheis I erect
To fortilté thy mame against old age..
(XLvI)

The lover has become a poet. Realizing that Delia is wholly dependent
upon his ért, he is -infiritely more self-assured than at the opening of the

' seciuence, and not 6nly in regard to her. In sonnet III he asked that only

I

those whose eyes love had blinded read hig poems:

But untouch'd harts, with unaffected eye,
Approch not to behold so great distresse:
Cleer-sighted you, soone note what is awry,
wWhilst blinded ones mine errours never gesse.

“

He lamented the public discover of his poetry, bowing before the censure of
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v his critics:
’ |
Then had no Censors eye these lines survaide, .l« -
Nor graver browes have judg'd my l'use so vaine. I

(viI) J

Now he proclaims:

let others sing of Knights and Palladines,
In aged accents, and untimely words:
Paint shadowes in iraginary lines,
Which well the reach of their high wits records;
But I must sing of thee and those faire eyes,
Autentique shall my verse in time to come, v
When yet tht'unborne shall say, loe where she lyes,
Whose beautie made him speake trat els wds dorbe.
These are the Arkes the Tropheis I erect,
That fortifie they name against old age,
And these they sacred vertues nust protect,
Against the Darxe and tiwes consuning rage.
’ ) - Though th'error of my youth they shall discover,
‘ Suffice they shew I-liv'd and was thy lover.
(XLVI)

"He is no longeréashaned-bf his theme, or the "errbrh of his love. In sonnet
XVII he had complained that he was trapped in a "thoughts-maze" of conflic-
_ting impulses. [ow he rises above the labyrinth of error to,ereét the "Arkes
and Tropheis" that will stand witness to the excellence of Delia's beauty and

the power of his own art for all eternity. ’
. The lover has found new meanings’ in the metaphors he used before sonnet

+

XXIX. Fire and rarble no longer.represent Delia's crffel reluctance but the
power and might of his poetry, the poetry she so lightly spurned. He is not
merely reacting to his "éruel-fair" differently, but has actually found a new

use for his art, and consequently a new identity. No longer constrained to
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sing Delia's praises, he does so of his accord, and much more successfully,
for while his art never moved Delia's heart of stone to pity, it now pre-
serves her beauty in poetry as durable as marble.

The lover's situation has certainly improved, yet, quit‘,e surprisingly he
is neither complacent nor boastful. For all the assurance it proclains,
sonnct XLVI retains the humility that characterizes the sonnets preceeding
XXIX. 1'those beautie rade him speake that els was dombe": Delia is given

her fair share of glory, and at the lover's expense at that;

Though th'error of ry youth they shall discover,
- Suffice they show I liv'd and was thy lover.
(XLvI)

.
whin

He admits that he has failed t,oADelia.'s love, that his poetry failed to do
what it was first supposed to. Content to be merely remembered as-Delia's
unfortunate lover, he is almost apologetic.

Elizabethan sonneteers produced a good arouynt of eternizing sonnets, but
very few attained such a degree of seif-effacing altruism. Drayton, for

exanple, whom Daniel influenced greatly, writes a paean to his own pride:

How many paltry, foolish painted things,

That -now in Coaches trouble ev'ry Street,

Shall be fdrgotten, whom no Poet sings, |
Ere they beé well wrap'd in their winding Sheet?

Where I'do Lheee Eternitie shall give, -
When nothing else remyneth of these dayes,

And Queenes hereafter shall be glad to live

Upon the Almes of thy superfluous praise;

Virgins and Matrons reading these my Rimes,

Shall be so much delighted with thy story,

That they shall grieve, they liv'd not in these Times,
To have seene thee, their Sexes onely glory:




/

So shalt thou flye above the vulgar Throng,
. Still to survive in my immortal Song.3 ‘

/
/

»

Drayton begins well and his second quatrain is unequalled, but by the end of
the sonnet his superb egotism is deflated into pettiness. The posseSives in !
"my Rimes". and “ny immortal éong" are gree ;md the movement of the verse

is too easy. Worst of all, by the couplet and "vulga;r Throhg", it is no
longer time but the much less formidable fashion that is being Hectored.

Drayton vitiates his own argument by miniﬁxizing the opposition.

Daniel's sonnets, on the other hand, frankly acknowledge a deep fear of

mutability:

Delia these eyes that so admireth thine, ~
Heve seene those walls the which armbition reared,
To check the world, how they intorbd have lyen
Within themselves; and on them ploughes have eared.
' (0XXVII) ~

Far from being boastful, they show the lover in a position yﬂafe to his

beloved: v

But I may ad one feather to thy fane,
To helpe her flight throughout the fairest Ille:
And if my penne could more enlarge thy nare,
Then shouldst thou live in an immortal stile. - Ve ) Lo
But though that laura better limned bee,
Suffice, thou shalt be lov'd as well as shee.
(xXxxv) ,

' 3

He graits that Petrarch is the greater poet, and claims to be able to do no
more than "ad one feather" to Delia's "fame". The lover wishes to "enlarge"

her name, not make it, and is satisfied merely to “helpe her flight through-

L 3




tion of the philosophical bases of the belief,

79.

out. thq' fairest lu[le". +ole ;leo' how, unlike in Drayton's sonnet, ii. is the
tl:hird and second, ;'md not the first persqn possessives that take emphases.
In this Daniel nuch ‘closer to Shakespeare than Drayton, or any other Eli-
zabcthan sonncLeer :vith the possible exception of Spensecr, whose love of )
beauty raises, him Lo heights of altruism where cqually 1dealist.1c poet;s-—
(,hapxun, for emmple—-—ncvcr arrive. Yet, many £lizabethan had more poetry
shan -Dam.el, and nore formal plulosophy as well, \iiny is his statenent so

.
+

emolionally pure? To find the answer we musl&ook at beyond velia. ..

” 2. bPaniel and eternity.
. The inun(;pt,a.lity of :art is as constantly reéurr-imng a theme in Daniel's

,0

writings as the inpernanence of mortal works. This was his answer to muta- °

bility, to his ouh fear of uncontrollable chanre and dec;'xy—-he would eter-

nize what he loved and honoured. His beliefl in- this potential of poetry 18

the basis of his phi]\.os'ophy of art-~indeed, of his philosophy of life. Yet

p N 'e . b . 3 3 )
critics have neglectéd this rost important theme of his writings. e haye

¥

no sulisfaclory explanation of his concept of elernization nor any exandina-

Q

To understax;d what Daniel meant by -the immortality of art--and we have tb e

knpw JLhis Lo underutand Damel——we mugt look at’expressions of t,‘u‘s belicf

in vorks other than Delju, vhere he is more explicit. This will enable us

1

Lo appr:o:ich the sonnets with a fuller understanding of mniel's;‘})h-i,losophy

) . . ’ ) \ .
of art and, no less importantly, allow us to rcad some excellent poetry.

liusophilus, Daniel's apologia pro sua vita, contains-a particulariy i~
‘e i , . .

o

&

on
-

v
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pressive statomégt:
v

For these liﬁhs aro tho vaines, the Arterieu,
« And undeocaying. lifo-slrinrs of thoge harts
That still ghall pant, and still shall exercisc
The motion spirit and rature both inparts,
And ghall, wilh thosc alive so sympathize -

As nourlsht with hheiy powoers injoy their Iurts.h -

Y
|
1

. \\ - -
This is what Daniel held his Vvorses to be. This belief was the justiflcation

c

of his life and work, "his ﬁpeatest,sourco of inspiration:

Yyt

. P .
And, if 1 may altaine, bul to redecme - .
Ny name from dissolulion and tlie greve, , !
1 shall have done .enough, and bettcr deerio :
~  T'have Liv'd ta Le, then .to have dvde to lLave, ) -
Short=breathl!d 1ortalitie would yet extende
That spanne of life so0 farre forth as it may,
ind rob her fate, seeke Lo bepguile her and
Of some few linrring Hdaies of after slaie,
That all this little All, night not descend
{E:o Lhe darke a universall pray..
And pive our labors yel this poore delight, .
That when our daics doe and they are not done; - .
And .though we die we shall nol perish quite,
But live two lives where other have but one. ‘ “ -
+ 1 9 ~ ':\ .

We notice that this languaje does not ring with the same cmotion as that
of the sonnets.and, of course, ‘that here Dahiel‘presenta his congept more

logically, one might even say drily,’ﬁhough the" total effect is quite as

moving. For this reason we cqhnot apply Raymond Himelick's interpretation

“of the faith professed’in Musophilus to Oelia: "there is little specifi-

cally Christian in this poen, and nothing nystical. When he‘speaks of in-

3

I

. mortality he oxpresses only the intransigent faith of the Renaissance huma-

nist in the power of literature to outlast sluttish time."6 This nay be S

-8
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true of Musorhilug, but not of Delia, or other .poems for that matter. _'1}39_-:

tys! Fostivall, a masque written in 1610, when Danicl's imagination was sup-

posed to have been even drier than in 1599, the year Husorhilus was pub.Lishoi("l,

”~

_contains a sonf: strongly rendniscent of the elernizing sonnets:

%
)

Aro they shadowes that we see?
And can shadowecs pleasures give?
Pleasures only sladowes bee

Cast by bodies we conceive,

And are :made the thinges we deene,
In those figures which they seeiic.
Rut these plcasures wanish fast,
Thich by shadores are cxpresl:
Pleasures are not, if they last, SN
In their massing; is their best.

Glory is nost bright and gay

In a'flash, and so avay.

Feed apace then grcedy eyes =~ | ' "
On the wonder you behold. )

Take it sodaine as it flies . o 9
Thqugh youv take it not Lo hold: e

When your eyes have donh€ their jart,,

Thought mmust length dt in the heart.
. ’ v

The definition of sensually appreciable’ beauty as "shadowes" and the cbncept

of the beholder preserving transitory veauty within himself are Neo-Platonic.
. " A . - @

A note of Epicurea.l:xism is introduced by’ "Take it sudden as it flies" (carpe
< . ¢ - :
furacem), but it is by no means a dominant one. Eyes, not arms, enbrace
[ -

these "shadowes", and only for a fleeting insta.nt:: ' then "Thought must length .
14
it in the heart®,
In }Fusophilus, Daniel can set,fortha.his philosophy of the immortality of

\

art in a straightforward ranner because it is the eternizing of glorious

o \

deeds and not be:;gty that he is considering. In "Are They Shadowes?" and
. [ 4 . .
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Platonic apology for poetry. Published in 1591, Daniel had time to read it

in Delia he must be more imaginative and emotional, even somewhat mystical,

for beauty trembling on the edge of oblivion cannot be approached with thé

same stoicfequanimity a5 "Th'acts of worthy men".8 ‘ ’

Such is also the case in Rosamond. The shade of the unfortunate lady

. appears to the poet and asks him to record her history because

v my soule is nowe denied,
Her transport to the sweet Elisean rest,
The joyfull blisse for ghosts repurified, \J
The ever springing. Cardens of the blest,
Caron denies me waftage wilh the rest.
And sayes my soule can never passe the River,
Till Iovers sighes on earth shall it deliver.

¢

9

The poet's wverse nobvoqu preserves Rosamond's memory -in.the.hearts and ninds
of men, but; in the'words of a Delia sonnet, "Dooth her unto eternitie:as~
© sommon® (XXXVII). : ‘ :
[ 6 °

There is a similar application of the Orpheus fable in Spenser's The

Ruines of Time. Spenser says of the Muses:

}

The seven fold yron gates of grislie Hell,

And horrid house of sad Proserpina,

They able are with power of* mightie spell . - ’

To breake, and thence the soules to bring awaie ’
Out of dread darkenesse, to eternal day,

And them immorlal make, which alse would die - ,

In fqule forgetfulnesse, and nameless lie.10

4

The Ruineé&o{ Tine is a7kind of "dream vision", part elegy and part lleo-

13

H
.

before completing Rosamond and the ra jority of the etérnizing sonnets in
——=n s ; . ) .

IS -

Delia, and considering that it was dedicated to the Countésg of Pémbroge

f
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v and vas in pért an elegy for Sfdnoy, he must have read it very carefu.il,y.

‘ Certainly, therc are sind.laritie:: among it and both Rosamond and Delia., As

> the title indicates » Spenser literally laments the passing of beauty and

t

glory, taking the ruins of Verlane as his central metaphor. ‘le have secn

*

also contains an elegﬂc passage describing the shambles of the unfortunate

J-ady ' S tOXﬂb . ‘“ , ‘

" More important :;'et,_ Delia echoes a mss;ge of Spenser's proclaiming the

immortality of poetry: Addressing éidney's widow, Spenser assures her that

»

’ \*"’ThTIbrd shall never die , the whiles this verse— - - — —

v Shall live, and surely it shall live for’ever:
For ever it shall live, and shall rehearse
" His worthy- praise, and vertues dying never.

P

Delia's lovér assures her that - "

. . . v " i’?"ﬂ a
I1f they reraine, then thou shalt live thereby; i
They will remaine, and so thou canst not die. ..
(IOXIIIT)
- &
Thou éanst not dye whilst any abounde ‘
) In feeling harts. ) o (00ev), Lo

L 4

We have a clue here, slender enough, but the best 'we bhave to follow. But.

then it is almost a matter ol course that Daniel should have depended mﬁon

83.

' that sonnet XXXVII speaks of "thosc walles which ambition reared"; Rosamond

Neo-FPlatonic acsthetics. v As I have said before, lusophilus-qan bfa? stqiéal_ .

because it deals with honour and virtue; Delia treats the interrelation-
ships of love, beauty, virt.'(:te; mutability, artﬁ, and eternity: Neo—Plato-
nism was the only organsz‘ed philosophy that provided guidelines for the

* .
I . -
. .
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treatment of these themes. Daniel simply had to depend upon it, just as he’

_was constrauined to base his work on the conventions of the Petrarchist tradi-

tion. But, just as with lbtrarchiam,vhe did not accepi the whole of the Neo-
Platonic aesﬂthetic. He chose wit}h care, accépting only those conc:apt’he
found reasonable. For this reason an analy%gs of the elernizing sonnets is
particularly valuable as it allows us to see how the young Daniel approached

a philoséphy as fashionable as Meo-Flatonism was in the late sixteenth cen-

tury., >

Y

3. Daniel and Meo-Matonic aesthetics. - "

One of the obvious.jndications of the eternizing sonnets dependence on
Neo-Platonic theorles is their consistent‘use of lipght 1m;gery. ‘The _gigg
g;gﬁ sonnets warn that Deliat's "br;ghtneﬁ sets at length to west™ (XXAII1)
and the eternizing proclaim that their "firic heate lets not her glorie

passe, / But Phenix-like shall make her live anew" (XxXx). ,Je find a similar,

scheme in 8penser's "An Hymne in Honour of Beautie':
b

=3

5

For that same goodly new of white and red,

With which the cheekes are sprinckled, shal decay,
That golden wyre, those sparckling stars so bright
Shal turne to dust, and loose their goodly light,

But that fairge lampe, from whose,celestlall ray

- That light proceedes, which kindleth lovers fire,
Shall never be extinguisht nor decay,-
But when the vitall spirits doe expyre, oo ‘ .
Unto her native planet ‘'shall relyre, - -
.Far it is heavenly oorne and can noizdie, v
Being a parcell of the purest skie. '

[ [
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"minisheth the perfection of it.n"

The similarities between this passage and sonnet XXXts |
: . ;

f

I once ray see when yeeres shall wrecke my wronge,
llhen golden haires shall chaunge to silver wyer:

may be coincidental, but sonnet XXIX clearly describes Delia's beauty as
being '!d'eig_n'd her t;y t:he skyes™", ar;c.!.sonnet XXXIIII makes the Neo-Platonic
distinction beLwe(;n the flesh and the beauty that it is'allowed to bear for
a span: "Heere see the giftes that God and r;ature lex;t thee",

'I‘aiking' of the distinction between essential and bodily ‘beauty, in The
Courtier Castiglione advises the true lover to "frame be;uty within in his

imagination,-and so make it friendly loving to his soule, and. Lhere.enjoy it.;

L

and have it with ‘him day and night, in every time and place, without mis-
trust ever to lose it: keeping always fast in minde; that the body is a

most diverse thinge from’beautie, and that not onely not encreaseth, but di- .

13 Deliats lover never claims that beauty

is defiled in corporeal manifestation, but he does make the all-important
distinction between essence and incarnation and, rurthermre,‘takes i:astig-
lione's advice about prer;ervin’g it within the inaginaiion. L.

When men shall finde thy flowre, thy glory passe, )

And thou with carefull brow sitting alone: . ; ..

. Received hast this message from thy plasse,

That tells thee trueth, and saies that all is gone.

_Fresh shalt thou see in mee the woundes thou madest,
5 Though spent thy flame, in mee the heate remayning:

I that .have lov'd thee thus before thou fadest,!

My faith shall waxe, when thou art in thy wayning.

The world shall finde this miracle in mee, .,

Th(a.t. fire can burne, when all the matter's spent.
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Beauty is preserved within "sundred of all matter": it burns wiéhout'fuel,
and not only '"day and night", but for the reat of theilover's life.

More important than all this is the fact that Daniel posils love as the
means of access to art. It is through aqeking Delia's love that the lover
attains poetry and eternity. Such is also the case in Cha;man&s Ovid's Ran-

quet of Serse. Now, of course, this is a declaration that poets have made

in every age, but Chapman does not merely announce that love hag inspired’ }
poetry. He carefully anatomizes the process, using the Platonic metaphor
of the'ihdder for his basic scheme. The young Ovid apprehends Corynna's
beauty with each of his five senses in turn, thus attaining Lhe vision of
the Beautiful and the Good, and the knowledge and ability ta *"write the art
of loven.l4 S

We see a similar pattern in Qg;ig, Before sonnet'XXIX the lover is the
lady's cringing victim. In the“cargg diem sonnets he acqgires the ability
to distinguish between beauty as ;? is manifest in the body and beauty as a
discreet essence: he i? beginning to understand it. In the eternizing son-
néts he responds not to Delia, but her beauty and virtue—;to an ideal‘(though

e

not an Idea) and not its éorporeal manifestation. He thus progresses from

. earthly -love to love through art,’from love within the confines of space and

time to a love that transcenda time. " s
The perfectlon ‘of nature through art is a concept central to the Neo-Pla—
tonic aesthetic. Spenser maintains that Astrophlll not only "doth give: / To
15

short llvde beautie age to live'", but "beautie reard above her height' = as

well, As we have seen, he claims also that the Muses imparadize tﬁ& whom \

o
-
=
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the poets sing. Bruno is of the same opinion:

Who would know of Achilles, Ulyssea, and so many

other Greek and Trojan caplains, who would guard the
menory of so many great warriors, men of wisdom, and heroea
of this world, if they had not been raised to the stars

and deified by the sacrifice of poets and other illustrious
seers, - a sacrifice which-rqihes to the %ky‘the celebrant,
the victim, and the divine hero, canonized gy the hand

and vow of a legitirate and worthy priest?l

Daniel does 'not, of course, go as far as to make Delia's lover a priest
of art, umch less include him in a netaphorical Trinity, but the lover does

in a way imparadize Delia's beauty, though he may not deify her,

In sonnet V1 Delia enjoys a youth of paradisical bliss:

&

A modest maide, deckt withsa‘blush of honour,
Whose feete doe treade greene pathes of youth and love.

. The carpe diem songets dec}are that time will rob her of this:

Men doe not weiglr the stalke for that it was,
When once they finde her flowre, her glory passe.
e T ¢ (XXXII)

7
kY

1

-~

The eternizing sonnets free beauty from time's ty;anny and the laws of mor-

tality:

These collours with thy fading are not spent;
These may remaine, when thou and I shall perish,
I . (XXXIllll

»
»

-

Poetry recreates beauty, perfecting it by changing its way of being. Once

eternized, it exists ih\accordance,with laws wﬁollyvdifferent from those of
. L3 ~ ’ “ﬂ ¥
& . : . .

. é l o i s .
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natural creation. ﬁ )

Thou maiét in after ages live esteem'd
Unburied in these lines reserv'd in purenes.
: (XxXxV1)

’

3

It is inbangiblé and imperishable. Purer and higher than before, it exists

in an ideal condition according to the nature of ideas.

When men shall finde thy flowre, thy glory passe,

And thou with carefull brow sitting &@ivne:

Received hadt this message from thy glasse,

That tells thee trueth, and saies that all is gone.
(XXX111)

Then take t.hls plct.ure whlch I heere present thée,

Heere see the glftes tnat God and nature lergg. thee. &

© 09000 LPOPAREPCET IO OPFOILT TR ERLTEGITTOICEEII DY

"If they remine, then thou shalt live thereby;
They will reraine, and so thou canst not dye. P
. : (XXKXIII1):

O

Poetry, "this picture®, replaces t’ﬁ% -mirror that "tells the trueth" because
it contains a greater one. Tyg mirror functions within tine; art reflects

from an a-temporal dimension, reloéating beauty outside of the condition of

autability within a sphere of greater"truth. "Thou canst not dye": art .
does not nirror superfluities, but preserves the essence in an imperishable

mediwn, Thus, while Delia is. not deified by her poet, he does raise her
\ N 14
beauty to a higher level of reality.

Similarly, while the lover does not, like Bruno, deify himself, he has
entered the world-of 1deas thropgh his art. lle ha's vanquished nutaolllty,

"tines consuning rage" (XLv1), and the best part_of him is also "reserv'd

«
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in purenes" (XXXVI).

This progrq&sion from love to art, from the earthly to the ideal 1s, how-

v

ever, not identical but‘analogous to the Neo-Platonic scheme. Daniel does

’

- not claim to have access to the sphere of the forms of the Reautiful and the

Good; indeed, he makes no specific mention of the orthodox distinction beF_

ween sublunary illusion and ideal reality.r Nor does he even suﬁgest that he

is capable of wafting people to heaven on the heat of his praise, or at all

consider himself a priest.of arl with mystical powers. !le does, on the other
hand, believe that poetry that not merely preserves memory but peffects what
the poet eternizes, relocating mortal beauty within an ideal realm of being.
Like Bruno, he maintains that art is a valient and noble undertaking whicn

‘

raises the poet above the limitations of mortality. He believes that exis-

-

tance within and through art is higher and better than the rundane, and that
the po;;‘;;~;g; possessor and to an extent even the inventor bf truth.

Uaniei's concept'of the nature and function of pBetry is, like his con- -
cept of true love, seriously influenced by Neo-Platonic though, but ultira-
tely his own. He uses i'eo-Platonic aesthetics as guidelines an& the tradi-
tional irmagery of Meo-Platonic writings as raw raterial to:consgruct an aes-
thetic he can believe in and use.

" Some might say that, though original enough, his ideas lack sophistiéat;on;
§hat he fails to give us a forral metaphysic. This is quite true, but incon-
sequential. Daniel ray not provide us with an elaborate sysﬁem: but the’ideas
which hé does offer are eminently reasonable. It is,-after all, easier to
grant that art preserves its subject perfected within an imperishable’medium

@
e

‘
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than that the.artist wafts his hero to heaven on the simoke of a heretical

sacrifice. .is a 1atler of fucl, Daniol's theorles arc gimilar to those .
of some iodern assthetic philosophers. Juat consider .oger Fry's distinction
E] "1

between "the actual lifec...and the iraginative life",l7 between the psycholo- \

gical state attuned to biological aurvival and that receptive to aesthetic

4

stimuli. Perfected in poetr&, Delia is béyond tho touch of change and decay.

She exists in an ideal condition according to the ?ature of things ideal and

.

her lover reéspo:ids to her as to a work of art. He no longer suffers [ro..

her disdain; il is not iaportant while he conceives of her as "reserv'd in
’ {
purenes® (L.VI). The rcalm of art is different in kind from the :undane,
: 12l

Of cource, I am not saying that there are connectiors betveen Lanlells:

and Fri's aecihietics, but rerels polintinz outl thai our poet had a clearly
- . v

develorzed idea of how poetry works and that his concepts were reasonahle--

acceptable even to us to the extent that we ray use them as- the bages for

relev.nt aesthetic arguient centuries after his death.
As for the exﬁellence of these sonnets, there is no need for ry praisa.
The pgreatesi of Znglish poets thougit well enough of them to meke thre:. 1o-

dels for his own, OChaltespeare found in these sornets noi only inages and

metaphors, but a rassion dnd a spirit that he could corrune with: Thouzh a

. . .
greater poet, arg a zon of wider experience and deeper feelirs, he once stoou

-d
in avic of the caln assurance, the nobility and wisdom ol Daniel's taith, That

we should irnore ther is our owh loss. ) |

"& [
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. ‘ever suffered before. .

93. .

— o

FAREWFLL TO LOVE \

We -have followed the sequence from the *"praise and cd&plaint"‘sonnebs
through to the eternizing and found that the lover is increasingly less sus-

ceptible to the destructive influences of infatuation and more confident in

his ovn povwers as a 'poet, A problém, however, arises when we remember that
there are comblaints'after sonnety®yIX, the turning point of the sequence. In
spite of his newly gained self-confidence, the Jlover is still plagued by des-

pair; indeed, some of the sonnets after XXIX speak of a blacker sorrow t§7n

To see through this apparent inconsistency, to understand why the lover

Q

still suffers from Delia's disdain, we must now examine the rerminder of the

°

sequence, In doing so, we shall look at C. F. Williamson's analysis of the

conclusion and refer to the closing sonnets of several prominent sixteenth

{ ™

5
century sequences which Daniel seems to have had in mind when he wrote his owm.

L]

1., The two voices,

We find after sonnet XXIX not only more lamentation, but the bitterest poem

of the whole sequence, the celebrated "Care Char@er Sleep'. J <o
. ’{ “
Care-charmer sleepe, sonne of the Sable night,
Brother to death, in silent darknes borne:
Relieve my languish, and restore the light, r
With darke forgetting of my cares returne.
And let the day be time enough to morne,
The shipwrack of my ill-adventred youth:
let waking eyes suffice to wayle theyr scorne,
Without the torment of the nights untruth.
. »




o

Cease dreames, th'ymagery of our day desires, 4
To modell foorth the passions of the morrow:
Ilever let the rysing Sunne approve you lyers,
To adde more griefe to aggravat my sorrow.
Still let me sleepe, irbracing clowdes in vaine;
And never wake, to feele the dayes disdayne.
(xLv)

Even though the lover has discovered eternity in his art and is much ‘more con-
fident of his powers and less susceptible to D;lia's charms than ever before,
this poem speaks ;)1‘ a sorrow darker than any ve have sg'én. In sonnet XVI,
before he had discovered the eternizing powers of poetry, the lover had

lanented:

’ Happie,in sleepe, waking content to languish, &

Inbracing cloudes by night, in day time morne:

o A1l things I iloath save her and mine owne anguish,
Pleas'd in rmy hurt, inur'd to live forlorne.
llought doe I crave, but love, death, or my lady,
Hoarce with crying nercy, nercy yet ny nerit;
So many vowes and prayers ever made I,
That now at length t'yeelde, meere pittie were it.

Then he had a choice between love and death, now love is impossible, and death
as sweel as sleep. He complained of "Inbracing cloudes by night?, of being
fooled like Ixion. "Still let me sleepe, imbracing clowdes in vaine'": now he -

!
- prays for delusion. In sonnet XVI he insisted on trying to win Delia's heart
) |
with "vowes and prayers"; in sonnet XLV he wants to be able to stop lamenting:

5

¢ ]

And let the day:be time enough to morne,
The shipwrack of my ill-adventred youth:
Let waking eyes suffice to wayle theyr scorne.

It is too painful to cry for mercy.

But the next sonnet speaks heroically of the conquest of time and death:

e
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These are the Arkes the Tropheis I erect, N
That fortifie thy name against old age,
And these thy sacred vertues must protect, '

Against the Darke and times consuning rage.
(X1wvI1)

-

Whereas XLV asked for silence and darkness, this celebrates poetry, and nain-

>

tains that -poetry is truth:

But 1 must sing of thee and those faire eyes, s
Autentique shall my verse in time to come.

. (XLVI)

i -
| ~

Daniel is too clever to let these two poens stand s’ide by side without a

reason, or for that matter to include complaints in this final section indis-

12

criminz;tely. VWe cannot dismiss the presence of these as the outcome of ne-
. . gligence. There is aﬁ explanation. In sonnet XLV it is the lover who is '

speaking; in XWLVI, the poet. The poet can say easily enough:

! ¢ ’

* Though th'error of my youth they shall discover, - * >
. Suffice they shew I liv'd and was thy lover.
. , (XLVI)

He has found truth and eternity in poetry._ The lover has lost everything.
Thus, the persona of the poet‘-lover is split nea%.ly down the hyphen. As ar-

>
tist he attains beauty, but as lover he fails to, for -Delia will never re-

turn his love.

C. F. Williamson, though he brings many previousl;' unnoticed features of
. ' * ‘\

the sequence to light, fails to heed these two voices, and the significance
of the dichotomy. According to him, a "perfect :‘Lnterdepencience":L exists
. between Delia and her lover: she inspires him and he eternizes her; - without

him she is forgotten, without infatuation the lover has no poems and no art.



but that if should prove artistically fruif}ull, and so provide a commo

morial for the poet and his lady."

"t ' R . ° ! 96-
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He goes on to say that "what matters 1s not that the poet's love is unhappy,

e -

2

I would say that it does matter. By Juxtaposing the lover's failurk to

the poet's success Daniel is indicating the limdtations of art. It is only

in the proper realm of poetry that the poect-+lover's efforts prove succerfdll;
. . ;

N\

within the love affair and outside of Lhevrealm of the ideal they are any-

thing but that.'

Williamson raintains in addition 4that the conclusion of Delia is merely

a concession to tradition, arguing that

L} 3

a somnet sequence could not properly end on a

note of triwnph. The. epilogue of astrophil and

Stella was,\according to tashe despair, and, rer=

haps aipdm7 at.the decorum of ,the dying fall,

f concluded the jJroretti by deploring es-
trangement and abserice, So in the two concluding
sonnels of Delis, laniel returns to his point

of departure, his constancy, his humility, -his
despair, and lelid's disdainful beauty...But

this muted ending cannot undo what has gone be-

fore, and the argunent developed in and. after

sonnet XXX remains irrefutable: the lady played

the tyrant to her lover, but Time will treat her :
in the sare way; Time is rutliless,’' Delia need not

be; beauty is powerless, but not so the poet; the
lady needs the poet to immortalize her, Just as

the poet needs the lady to inspire and so to im-
mortalize himself; ahd ultirately the nature of [
the relationship, whether of joy or frustation, .
is less inportant that the poetry to which it

gives rise.

I must disagree with this observation of Williamson's as well. The iast"

two sonnets are integral parts of the éequencb. They recapitulate the themes
» , -

‘

|

bl ]
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and fbking definitive focus on the developments of the sequence, capping it
off quite like the couplet of an English gonngt. They conclude Delia, and

are certainly not mere bows to the tradition of the dying fall.

.« _ 2. From _mqt to lover.

-

In thE penultinate sonnet of Delia we find almost all the major "symbols /

‘* we have encountered: eyes, light, darkness, sacrifice, death, ,and, most \i_m:- '

portant of all, those of song and flight, which are compressed into an avian

metaphor.

1

Unhappy pen and ill accepted papers,
That intimate in vaine my chaste desiers,
My chaste desiers, the ever burning tapers,
Inkindled by her eyes celestiall fiers.
Celestiall fiers and unrespecting powers,
That deigne not wiew the glory of your might, °
. In humble lines the worke of carefull howers,
The sacrifice I offer to her sight.
But sith she scornes her own, this rests for re, ‘
Ile mone by selfe, and hide the wrong I have:
And so cdontent me that her frowmes should be
To my' infant stile the cradle, and the sgrave.
What though my selfe no honor get thereoy,
Each byrd sings t'herself, and so will I.

f

4

’ (XLIX)

v
a

To understand the sequence, io determine the kind and degree of independence
the lover finally attains, we must trace the pattern c;f rmetaphors of flight
which concludes in t‘he line "Each byrd sings t'hers;lf, ard so will I, 1In
sonnet 111 the lover complained that the blaze of Delia's eyes had blinded

his, and asked that only those similarly suffering from love read his verse:

&-‘m
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You blinded soules whom youth and errours lead, .
You outédst Eglets, dazled with your sunne: -

Ah you, and none but you my sorrowes read, .
You best can judge the wrongs that she hath dunne.

~—

/ .
Sonnet XII1I also contains an avian metaphor: = \
I3 v -

Those amber locks, are those same nets my deere,

Wherewith my libertie thou didst surprize: ‘ i

love was the flame; that fired me so neere, -

} The darte transpearsing, ?ere those Christall eyes.'
- \

y
o

'ﬁle conventional conceit compares Delia's hair to a birding web and lover's

. A
- heart to the trapped bird. Again, Delia's beauty is impeding the lover,

. t and depriving him of his will to be free: "So much I please to perish in

my wo" (XIIII); he delights in his martyrdom.
: ‘ In sonnet XAVI, which describes the lover'!s heart flying into Delia's

bosom like a sparrow seeking refuge, we detect a sign of rebellion.,

Whilst by her eyes pursu'd, my poore hart flew it, K
Into the sacred bosom of my deerest: .
She there in that sweete sanctuary slew it,
Where it presum'd his safetie to be neerest. ! ‘
My priviledge of faith could not protect it, |
That was with blood and three years witnes signed: . *
In all which time she never could suspect it,
For well she sawe my love, and how I pined.
And yet no comfort would her brow reveale mee,
No lightning looke, which falling hopes erecteth: ,
£ What bootes to lawes of succour to appeale nee?. !
ladies and tyrants; never lawes respecteth. ‘
Then there I dye, where hop'd I to have liven;
And by that hand, which better might have given.

/

The reférence to privilege of clergy and ecclesiastical sanctuary, to an au-

thority other than that of the beauty which oppresses the lover, indicates that

- ! i

a ‘
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he hlae begun to regard Delia objectively. She is not the sole source of
authority; i}ldeed, a "tyrant'" who usurps thé church's right, she w'ilds a
pc")wer not a.l’asoltnxtely her own.\ To be sure, the lover is still pAss.ive, but
he has contemplated an "appeale" to the true law. Calling De.lia“ a "tyrant",
so odious a word in Lhue Elizabethan political vocabulary, indicates that
within himself hg is not the absolute victim, His case is hopeless, but he
has protested, and doubted. )

In sonnet XXX the coup d'état is accomplished:

I once may see when yeeres shall wrecke ny wronge,
When golden haires shall chaunge to silver wyre:

’
@906 0008006060800 009 2000880808000 0cs0000800s0a00c0bs00e

Goe you my verse, goe tell her what she was;

For what she was ghe best shall finde in you.

Your firie heate lets not her glorie passe,

But Phenix-like shall make her live anew.
The lover has an upper hand. Delia is wholly dependent on his ability to
preserve her beauty against the ravages of time, He is no longer like a sun-'"'
blinded eaglet (III), a night bird caught in a web (XIIII), or Icarus with
his wings melted by the fire of her eyes (XXVII), but master of the words

2 \
whose fragrance and heat will, like the Phoenix' nest, enable her to enjoy
a nxiré.culous rebirth.
He is, hbwever, still dependent upon her. It is becauge of Delia that he

writes, and because of her beauty that his art has value, She set the "fj-

rie heat" of his heart a-blazing, and it is still for her that it burns.

Similarly, in sonnet, XXXV the lover proclaims:
. . - )




But I may ad one feathor to thy fame,

* To helpe her flight throughout the fairest Ile.
Afad if ny penne could rore enlarge thy name,
Then shouldst thou live in an immortal stile.

It is no£ his but Delia's fame that flies throughout England. However nuch:
the lover has risen in his own self-esteem, he is still Delia's servant. His
art is subservient to her beauty. rGoe you ny verse, goe tell her what she
was" (XXX) is prouder than.'Coe wailing|verse, the infants of my love" kII),
"but the poetry is still attending Délia. She is still the goal and impulse
of its flight. ’

In sonnet XLI{ such is no longer the case:

But sith she scornes her owne, this rests w1th me,
Ile rone ny selfe, and hide the wrong I have:

What though my selfe no honor cet thereby,

Each byrd sings ttherselfe, and so will I,

o

The lover will no longer plead with Delia, or even praise her, "lach byrd

sings ttherself, and so will I": he will retire and make poetry for himself

w

alone--sadly, but not in despair, for he is, though still sorrowfull, more

free tlan ever before,

My Joyes abortive, perisht at their byrth,
My cares long liv'de, and.will not dye without mee.

(L)
As lover he still suffers, but as poet he finds liberty:

And so content re that her frovmes should be

To ry' infant stile the cradle, and the grave.
. (XLIX) !

Y

>
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It was Delia's amiles and frowns that compelled him to write:

Yet cannot leave her love that holds me hatefull,
Her eyes exact it, though her hart disdaines mee., )
' (XVII)

»

They cradled his verse, nurtured it--now they are its grave. But it is the

s Winfant stile' that her unkindness kills. The lover's mature style, the

A

"immortall stile™ (LXXV) he has discovered in the eternizing sonnets, rises,
above the "grave" of Delia's frowns Jjust as it rose above time and death. F
Finally, Lhé lover is symbolically above Delia. ‘Before gonnel (XIX she

_always towered over him and his attenpts to win her love always ended in pre-
cipitous failure. In the carpe diew Lhey were on a level, she herself a
creature passive beneath the absolute authority of the sun, whose motions
symbolized the passage of time. Now it is he who stands superior and self-
sufficient. The best part of him has risen above Delia's tyranny like a

song bird above a cemestary plot. He has poetically come of age.

L
.

3. Farewell to love.

C. F. Uilliamson,’as we have seen, maintains that these final sonnets are
concessions Lo the tradition of the dying fall, that their sorrowfulness has
no place here.and so they should not be regérded as integral Earts of the
éequcnce. But they are in a position so prominent that disregard spoils our
appreciation of the whole: Certainly Daniel, aflter so carefully constructing

patterns of iragery, after nmodulating changes in tone with such precision,
' - -
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would not have tacked sonnets XLIX and L onto the conclusion of Delia with-
out artistic justification. We have to look at them more carefully than

|
Williamson did. ’

We find, first of all, that though not actually triumppant, the ending is

much more affirmative than Williamson admits. Instead peing Sidney's

desrairing conclusion, Daniel actually meant us to contra®™ Delia's lover'!s

fortune with Astrophil's. Both sequences end on sonnets containing metaphors

- of flight—-indeed; the final sonnets of du Bellay's 1'Olive and Spenser's

Amoretti also contain avian metaphors, and the Elizabelhan reader referred

to these.

The closing sonnet of Astrophil and stella runs:

Vhen sorrow (using my owne fier's might)
Melts dovwne his lead into &y boyling brest,
7 Through that darke fornace to my nart opprest,
There shines a Joy from thee my only light; -~
But soone as thought of thee breeds my delight, '
And my yong soule flutters to thee his nest,
Most rude dispaire 1y daily unbidden guest, ,
Clips streight my wings, streight wraps me in his night,
And -pkes we then bow downe my head, and say,
Ah int does Phoebus'! rold that wretch availe, ‘
Whom iron doores do keepe from use of day? .
So strangely (alas) thy works in ne prevaile,
That in ry vioes for thee thou art ny joz, :
. And in ny Jores for thee my only annoy. -

Astrophil's ending is despair. His soul is trapped like a wingless bird in
the prison of his hopeless love, and poetry, "Phoebus! gold" stands him to

no avail, Stella is his "only light", and her absence his darkness. Delja's

lover nmay not have found perfect happiness, but he is no longer constrained
e
|
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to sing to her alone. .As artiat he escapes the prison of despair. His song
may not be triumphant, but it is not that of a slave to love.
Du Bellay's 1'0live also ends with a sonnet containing a'metaphor of

flight:

L}
.

De quel Soleil, de quel divin flambea
Vint ton ardeur? lequel des plus haulx Die
Pour t8 corbler du parfgict de son mieulx,
DuWandomois te fist llastre nouveau?
.. Quel cigne encor! des cignes le plus beau .
Te pr8ta l'aele? de quel vent jusqulaux cieulx
Te balan¢ca le vol audacieux,
Sans que la mer te fust large tombeau?
De quel rocher vint l'eternclle source, g
De quel torrént vint la superbe course,
De quele fleur vint le miel de tes vers?
~ \—Mentre le noy, qui te prise et honnore, s
Pour rdeulx haulser la Plante que Jj‘'adore, 5 : ‘

Jusq'd l'egal des lauriers Lousjours verds.-. .
! vy

-

L4

Paying tribute to Ronsard, du Bellay ask% to be taught how to fly higher than
Icarus without plunging into the '™vast t,orhtz{' of the sea that he might raise
\_E)A.ive to the suprerme helghts of poetry, where laurals never fade. Delia's
&
lover seeks thhpposit.&}: "Ile mone ny selfe, and hide the wrong I have"
(XLIX). In sonnet XLVI he had insisted that N
Thougil th'error of my youth they shall discover,
Suffice they shew I liv'd and was thy lover.
Now he wants to hide his wrongs, keep his error secret, and cease praising
Delia. “ .

A

The Aroretti ends with a sonnet containing an avian metaphor as well:




=~ Lyke as the Culver on the bared bough,
Sits mpurning for the absence of her mate:
and inVher songs sends rany a wishfull vow,
for his returns that seemes to linger ]ak'A‘.
So I alone now left disconsolate, g
mourne to my selfe the absence of ry love:
and wandring here and there all desolare,.

\ "seek with ny playnts to rmatch that mournful dove:

Ne jJoy of ought that under heaven doth hove,
can comfort me, but her owne joyous sight:
whose sweet aspect both Cod and rLan can move,
in her unspotted pleasauns to delight.
Dark is my day, whyles her fayre light I mis, 6
and dead oy life that wants such lively bliss. - < “

!

-

“ '

It is impossible to say whether Daniel saw this sonnet before 1592, but he,_

certainly knew Sidney's and du Dellay's am; expgcted his r?aders §o rake th;

comparison, 4t the very least with Astrophil and Stella. ﬁe implic&tion; )

’ e are quite clear. A&strorhil despairs as both lover and poet; .Delia.'a poet-
" lover despairs as lover, but as poet he has found liberty. In eternizing

he kms\attained her beauty, and self-realization as well.

o

~

) This is ny .state, gn Delias\ha.rt. is such;.
- & ~F$ay no more, I feare I saide too much. ) : /
. (L '

J . - \
Delia's "hart is; such” that nelit.her praise nor complaint, nor the warnings-
of the caré diem sonnets, nor t;he promise of eternity can win it. The lover
still suffers from her cruelty and moans "cast downe frgm myrth, / Pensive
alone" (L), but the poet has found an end to his "payning" (XVI). "I say
no more"; before he had complained that

The starre of my mishappe impos'd this payning,

\ To spend the Aprill of my yeeres in wayling,
(XxvII)

- ’ '
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but now he can aing when he chooses to, for he aingS to' himself.
In fact, he is beginniné to think of an audience other than Delia, '"What

- though my selfe'no honor get thereby" (XLIX), he philosophizes. In sonnet

[

1111 he had declared that v .

No Bayes I seeke to deck my mourning brow,
0 cleer-eyed Rector of the holie Hill: -
_ My humble accents crave the Olyve bow,
.0f her milde pittie and relentirig will. s
‘These lines I usge, t'unburthen mine own hart;
Iy love affects no fare, nor steems of art.

v .

Delia will never relent, and realizing that pleading and complaining are fu-
tile, he starts to think abput(himself and the honour his verse might bring
hm- _ - ' . - ’. B

He is no longer dissatisfied with his art. “In sonnet XIX he described

his p;etry as an "untun'd moane"; in the eternizing sonnets he is justly

* proud of it. ]};aonnet XLVII he declared that' "loarce sounds the voyce that .

praysefh not her name": in sonnet XLIX he is "content™ to sing to and of him-
- N 4

self. Delia's/agthority has waned to the extent that her lover can write
without her inspiration. —
Sonnets XLIX and L are integral parts of the sequerice. Fﬁr from bowing

to the tradition of the dying fall, Daniel actually departs from it. We have

seen the differences hetween Delia, the Amoretti, and Astrophil and Stella

and examined the development of the avian metaphor and changes ﬂ? tone in
these concluding sonnets, There can be no doubt that the ending\of Pelia is

& farewell to love. \ . ;

{




Williamson, though gle examines the sequence carefully, fails to notice

thig, We cannot therefore accept his analysis, suggestive as it may be, as

anywhere near definitive. Indeed, it is surprising that after having made
Ay ! .

so close a study of the Daniel's corrections and additions, he failed to

notice the significance of the change of the couplet of sonnet L from

4

., What shall I doo but sigh and waile tfie while
My martyrdome exceeds the highest stile

(1591, Xxu)
: J o
to .
0
. X TR
. This is my state, and Delias hart is. such;
: . I say no more, I feare I saide too muoh., .
N i . T 3
' This makes all the differende: not more useless blegding, but a time silence;

A

<

not continuation of an impossible situation, but finality.

How is it possible that Daniel meant to leave the lover in the situation

@

N

which Williamson describes., Surely, it is anything but reasonable—-and Da-

niel was the most reasonable of men--that the lover éhould be content to
- : L4 q - ‘
eternize a $#irl who continues to torment him, whose heart is &still, and al-

ways will be "sucn' that he :'no honor get thereby", not.even a kiss once in
- a while. We cannot overlook the fact that the lover has already attained
Delia's beauty through arth, that his poetry raised her to an ic}eal realm
where she is wholly his.. How long could the relationship which Williamson
describes continue? It is inconveivable that Daniel wanted us to believe

t

that the.lover will persevere in a hopeless, aﬁ’stupj,d effort to win Delia's

/

1 ¥

A

-
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heart ad infinitum. He has, after all, declared "I sa;kno more" (L).

Of course, the lover has not as of yet wholly gotten over his infatuation,
!

" but this is perfectly reasonable. The heart continues to smart a good while
after the last goodbye; the sorrow and regret of the ‘concluding sonnets are
psychologically exact. Furthermore, we mnust remember that Daniel has des-

cribed the inconsistancies between the ideal and the mundane. Mortal beaqu

Q
decays; beauty eternized prevails even over the ravages of.time: the lover

is still suffering from the pangs of an unrequited passion; the poet, who

deals in things ideal, is free to turn away, to "say no more'" about Delia ard

el
<

his love.

The lover has been brought to the brink of independence——the brink bacause
he is still partially the victim of Delia's mortal beauty. But, and this of

‘ . the greatest importance, it is not the ideal of beauty that torments hin,

°

but Delia's mortal perversity, the flirtatious smiles and killing frowns that
(‘;'4 -

w
the winter of her old age will overshadow with a frown of its own.

[ d

L. Farewell to love poetry. }

The lover is almost free, but he still lacks a thing perhaps even more
important than freedom itself--inspiration. Daniel settles this problem in

Rosamond, Delia's companion piecé, which refers to both the lady and the son-

nets dedicated to her.7 In Rosamond Daniel offers us a new kind of poetry.
The unfgrtunate heroine is a historical personage; the work is based on
facts. However artistically elﬁborated, Rosamond is historical, and thus

L

anticipated Daniel's epic of the Wars of the Roses and his prose history of



England, the final important work of -his career.
Being so self-conscious an artist, Daniel understood the significance of
this progression from love lyrics Lo history in verse. It is adurbrated in

Delia and Hosa:ond. The persona of the poet-lover besins by writing of the

beauty of his lady and the torments of love., Realizing that he can eternize

beauty in his poems, he decides that as Delia will never relent and acknow-
i )

F)

ledre his devotion, he might as well cease celebrating her beauty and lamen-

ting his misfortune. Finally, in Rosawmond, he finds a new theme and a new

ranner, and a new source of inspiration as well. He finds new matter to e-

te’rnize-Rosamonc[l's doleful fate and later, in The Civil Yars, the acts of
worthy men. | C
Delia dramatizes the developrment of the artistic persdna.lity from its ini-
tial state of: dependence upc;n love for inspiration to the brink of a !:at:urity
vhere epic thermes are subjects for the poet's pen; it shows how love of mor-
tal beauty leads to love of ideal beauty and truth through and within art.
It is thus, though not auto-ll)iograp"lical, deeply self-allusive, and this ex-
plains the tone of the conclusion. Daniel literally feared that he had said
"too ruch™ (L). The most modest and self-critical of men, he was nolt about
to proclaim that he had come artistically of age, that, just as Virgil avan-
do;led the .pastoral for higher themes and a nobler style, he was about to
leave love sonnetry to write a historical epic-. Daniel hints at this deve'—.
lopment, whispers it for those close to him to hear and understand.

There is no reason why we, who can see how Daniel's art developed by merely

glancing at.a chronology of his works; should fail to do so. It is/not even



—

necessary .to refer to Daniel's career to see what happens to Delia's lover,

‘ u:d why these things nust happénl He can eternize’ beauty; why suffer fron

L

her perverse cruelty: he no longer needs the inspiration of her smilg ; uh'y
not turn away? .hy not sing of "Knights and Palladines" (XLVI)? His love )
for Delia was Mth'error of his youth" (XLVI); her frowns are the "grave"

of his "infant stilem (XLIX). !is youth has passed in sorrow and it is time

‘for a mature s \'le, and a3 new poetic life, to arise from the grave of the old.

Delia is not conmpletely forgot.ten. The lover is still hurt and qui te li-
kely will continue to love her, as one continues to love a girl whom he has
lost forever-l—sadl:,:‘. in the poetic reaims of memory. Sut he has found t'ha.t.
he is a true poet and that he need not rely on Delia alone for inspiration.
Her "oeautie -ade him speake that els was éon?e" (Xi.VI) ; she gave hima
voice and compelled, "extorted" (L), iin to use it. Now, independent, he can
"say no more" (L). de can be silent or sing of what and ‘to whom he wishes.
The heroine of Zosarmond is. soreone other than Delia, and that poem is writ-' i
ten for the whole world to read. ‘

iils love and wonder at h:.s new i‘ound powers rade him declare in a final
outburst of selfless adu]at.:.on that Delia alone was all his inspiration
(ﬁ&'ﬂ’). In the final tally or the two concluding sonnets, he finds that.
such a course is wholly "vaine"™ (XLI{), that "Delias hart is such'" that he
must ':say no ore' (I.).. Here azain we apprecia;.e the wisdom that pervades

the seguence. After the nadir of hopelessness of "Care Charmer Sleepe" (XLV)

comes the rajestic certainty of sonnet XLVI:
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These are the Arkes the Tropheis I é;ect,

That fortifie thy name against old age,

And these thy sacred vertues must protect,

Against the Darke and times consuming rage. ’ '

Exhileration follows:

‘Her touch doth cause the warble of the sound,
Which I heere yeeld. in lamentable wise,
A wailing deskant on the sweetest ground,
Whose due reports give honor, to her eyes.
0 happie ground that makes the musique such,
And blessed hand that gives so sweete a tuch, ' |

- . (XLVII)

A

None other fame myne unambitious Muse,
1Affected ever but tteternize thee: —
All other honours doe my hores refuse,
Which meaner priz'd and momentarie bee.
: ' (XLVIII)

3

The pattern of emotions is perfect; that final, Blinding charge of self-de-
lusive hope before the recapitulation of the true facts, and then the sigh

of relief, migled with incredulity at one's own ability to break free:

loe heere the impost of a faith unfaining,

That love hath paide, and her disdaine extorted:

Beho, the message of my Just complayning,

That” shewes the world how much my griefe imported.
' This is my state, and Delias hart is such;

I say no more, I feare I saide too nmch. .,

(L)

=

The sonnet signals the end of the mattef, not its extension. We cannot

-

mistake this. Examine the dramatic structure of the sequence and the pat-

terns of its* imagery, réfer to Daniel's own career or consult archetypes

of the birth of the artistic consciousness; the totality-or.the evidente,
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v not to speak of mere common sense, shows that the ending of Delia is a fare-
-
well to love. )
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! THE_ENGLISH MUSE —-

I pointed out in the introduction to thia ossay that Daniel is considered
by many to be no more than an orthodox Potra;cilist. We shall now seo just
what his attitudes towards the Petrarchist tradition really were. Examining
critical opinions forwarded in hia mature writings and taking into considera-
tion the absence of basic elements of the tradition from Delia and the. quality
of the verse itself, we shall find that .Daniei a:}med at a'compr‘.mise between
the best the love, poetry of the continent and thut native to his co‘unt.ry-:
yhat. has been variously called '"plain" and" Drabi--had to offer. It is not
a defeatist's comprimise. Daniel was 'ecloot(ic, ready to learn everywhere,
but he never abandoned his own cx';.t.ical beliefs and high standards. More
ardently than any other writer of his age he believed that }.he genius of En-
gXish excelled all others, and that it was the duty of the English poet to
bring his literature to the peak of its po;.ential. This faith pervades Delia.
' In these sonnets we find not orthodox exercizes in traditional forms but an
English poetic genius consciou.sly imposed upon the raw material of the im-
port::i conventions; not "the quintessence of the Petrarchan, unenlivened by
© any doubt or originality“} but the quintessentially English lyric poetry of

a writer who was one of the farest-seeing criticsﬂ of the age.

N 1. The English Muse.

Daniel stopped paying serious attention to love poetry in 1592. After the
publication of the first authorized edition of Delia he produced no more love




-

: .
lyrics except for the occasional sonnet and songs for his plays. Further-

more, [the works written after 1592—Cleopatra, The Civil Vars, Musophilus—
are all much more philosophical in content and plainer in style than Delia
and Rosamond. Indeed, at a careless first reading one might fail to recog-
nize the early and the later writings aé the works of one poet.

Clearly, Daniel was dissatisfied .with love sonnetry and the style appro-
priate to it. The sequence itself hints at disappointment. Just as the lo-
ver stops aingir;g Delia's praises, 'so Daniel stoppeél producing love sonnets.
In making the conclusion of Delia a farewell to love poetry as well as fare-
‘well to Jiove , Daniel was telling the public about his lite:ra.ry plans—-he
would write no.more love poems.

- Why not? What disappointed him? Delja had gained him an enviable repu-
tation, the approval of the finest poets of the era as well as the enthusias-
-tic interest of the reading public and, being so sensitive a critic, he could
himself appreciate the merits.of the work, yet he abandoned a kind of poetry
that could have brought him even greater success than the relatively diffi- .

cult writings of his mature period. _

If we can discover what Daniel found lacking in Delia, what he thought he

had failed to accomplish, we sha.li be able to tell what he wanted to do with

love sonnetry. Unfortunately, he never spokefof Petrarchism sp’ecifically in
his critical writings, but very often he did touch upon associated matters,
th; problem of foreign literary influence and the importance of maintaining
and develop.ing the national integrity of English literature. In Musophilus

for example, he asks: : .
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Or should we careleasse come behind the rest
In powre of wordes, that go before in worth,
When as our accents équall to the best

Is able greater wonders to bring forth:

When all that ever hotter spirits exprest
Comea bottered by the patience of the North?2

Daniel was so firmly convinced of the necessity to dove}pp a literature
v
quintessentially English that, although an early neo-classicist himaolf,3

in his defence of the 'mative ornamenﬁa"h of English poegry he goes so far

)

as to reject the authority of the ancienta:

Me thinkes we should not so soone yeeld our consents ;
captive to the authoritie of Antiquitie, unlesse we saw

more reason: all our understandings are not be be built

by the square of Greece and Italie [ Rome_/. We are children
of nature as well as thoy, we are not so placed out of the

way of Judgement that the same Sunne of Discretion
" shineth uppon us, wee have _our portion of the same vertues

ag well as the same vices,

There is no need for me to emphasize that these views are close to those
of writers like Sidney and Fulke Greville, who opposed the tyranny of foreign
literary influences and sought to produce a poetry éssentially English., Just

compare a pagsage from Daniel's A Defence of Ryme treating excessive ornamen-

tation with one from Sidney's The Defence of Poesy:

so is it that hony-flowing Matrone Eloguence

apparrelled, or rathor disguised, in a Courtisanlike

painted affectation. One time with so farre fet words,

that may seeme maonsters, but must be straungers to

anie poore Englishman: an other time with coursing of

a letter, as if they were bound to follow the method

of a Dictionary: an other time with rigurea and flowers,

extreemlio winter-atarved.6 !

Eloquence and gay wordes are not the Substance of W1n, v

\
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but the garnish of a:nice time, the ornaments that but
- decke the house of state, and imitatur publicos mores:

Hunger is as well satisfied with meat served in pewter \
as silver. Discretion is the best m$asure, the rightest

foote in what habit soever it runne.

™ .
Both criticise what was a major weakness of Elizabethan poetics, the \'fﬁques\—

tionin,;; acceptance of t.he\orm.teness of continental poet;-y, which is often
inimicable to English verse, In practice Daniel carried this belief much
further than Sidney ever did; the poetry of his mature period is as plain
and straightforward as that of the writer'!s of the "Drab" period.

Now we begin to see what Daniel found wanting, in his own love poems. He \
had failed to resist the influence of the sonneteers of France and Italy
stoutly enough. &:_ll_a_ is still too ornamental, too like the frivolously de-
corative sequences of the French and Italians. Moreover, the st;xff the work
is made of is not English. The rhetoric and conceits are Petrarchist, im-

ported. Nor are the sonnets intellectual enough. "Thé function of Poem,"

Daniel maintains in Musophilus, is "to discourse.™ I versifie the troth,

not Poetize,"9 he tells us in The Civil Wars. ° _D_ega_ does® neither sufficiently.
It is neither history nor philosophy. By 1592 Daniel knew where his future as
. a poet lay—in historical and ratiocinative verse. Lov¢ sonne ry did not give
him the 6pportunity to perfect these gifts. So he l;ft it. Just as Delia's
lover ceases to sing of love and suffering, he stopped writing love lyrics.
They were no longer rewarding or challenging enough.

But Delia is well on the way towards Daniel's ideal of poetry. He did not
suddenly become dissatisfied with sonnetry and realize that his future lay in



v
1

historical and moral verse. The development from the style of the éo;lnets
to that of Musophilus and the verse epistles is no "suddaine change" (V).
Daniel was convinced that English poets must resist foreign influences and
strive to create a literature uniquely their own wixen he wrote the aonnhs.
He tells of his faith in the potentials and values of English poetry in

Rosamond, Delia's companion piece, which was written at-the same time as the

eternizing sonnets: ' ! )

Then when’ confusion in her course shall bring,
. Sad desolation on the times to come:

When myrth-lgsse Thames shall have no Swan to sing,
All Kusique silent, and the Muses dombe.

And yet even then it must be known to some,

That once they florisht, though not cherisit so,
And Thames had Swamnes as well as ever Fo.29

Two years later, in his dedication of Cleopatra to the Countess. of Pembroke,
he spoke of the mtter more specifically: '

0 that the Ocean did not bound our stile

Within thiese strict and narrow limites so:

But that the melodie of our sweete Ile,
Might)now be heard to Tyber, Arne, and Po:

That Ahey might know how far Thames doth out-go q
The icke of declined Italy:

4nd listning to our Songs another while,

Might learneof thee, their notes to purifie. -

0 why may not some after-comming hand

Unlocke these linites, open our confinas,

And breake asunder this imprisoning bartz,

Ttinlarge our spirits, and publish our designes;

Planting our Roses on the Apenines?

And teach to Rheyne, to loyre, and Rhodanus

Our accents, and the wonders of our land,

That they might all admire and honour us. /

Hhereb‘great Sidney and our .Sm“ ncer might,
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With those Po-singers being equalled, 4
chaunt the world with such a sweet delight,

That their eternall Songs (for ever read)

‘May shew what great Elizaes raigne hath peace -

Hath now beene made to her, and by her m:lghtﬁ

Whereby her glorious fame shall never cease.

¢

Here he tells us what he wants accomplish;sd. The 1terature. of Italy is
effete. Ehg]and must raise her voice, her very own voice, and show Europe
what it is wqrth. ' i A
* This is the foundation’of Daniel's gfitical beliefs. Throughout his life
he insisted that the literature”df his mative land was equal in potentisl to
the best and had to be developed with its mt:loml integrity maintained. He
was of this opinion.when he began to Vrit'.e sonnets at Wilton with Sidney's
manuscript at hand and lady Mary ready to explain her brother's critical
views to him. R ‘ ‘ \
Daniel did not ape the French and Italians; but sought- t.o impose upon the
\ raw mteFial of the imported tradition the wiique forms of l.u'.s own artistic
_persomality, which he knew Jt.o be eaaenbia-lly MSh. We find in his son-
nets not unquestioning a.ccept,ar:e of Petrarchist conventions and mannerisms,
but a compr:x‘niae"betveen these and English emotion, spir'it, and imagination;

the stuff of Petrarchism given shepe and form by the "patience of the North, *12

~ 2. Daniel and Petrarchisi. » ,

That Daniel did not accept Petrarchism without qm:liﬁcation but apps ched
it critically, carefully chosing what elements he thought compatible with his °
, the English Muse before moulding this stuff into poetry uniquely his own

1




. ' l « , ] ) ;\
‘ _ | (ia quite e}lident. Although, unlike Sidn;ay, he never outrightly criticise
or parod nts he diséppx‘oved of, we can easlly determine what he
thought objectionﬁble, for what he diaapprqvad of he systemt.icany excludes

\ .
\ . from the sequence.

Consider, the major aesthetic weaknesses-of Engligh Petrarchism and see if
., ~ they are to be found fn Delia: overly elaborate descriptions that not seldom
verge on the pornographic, excessiv'ely‘ hxperbé)lic cbmp]aiﬁ&a » ;1Ale antitheses
of the "I burn-I freéze" sort, supef-fluous mythological allusions, the overly
con(plex conceit, and outlandish diction and syntax i
The langu;ge of Delia is as|pure as water. We find no inkhorn terms, no.
Eted Aarchaisms, F;ch .one of the sonnets can _

1

[} .
be read and understodd without the aid of a glossary. Syntax iﬁymtural'.

: . awkward neo].ogism$ , ard no aff

' Although in his mature works Daniel does more regularly reproduce the rhythms
N of spoken speich it is very seldom that we f:md construction awkward in the .
sonnets, and when syntax is shghtl,v unusml, it is 80 to accomodate the mu-—-
. sic ef the verse. Indeed, ths combination of maximum naturalness of syntax
. with Verbal melody is onef of Delia's most appealing qualities.
Just as Daniel rejgcted the outlandish diction a*‘d queer syntax fa{v;;m'ed‘

’ "by the\Lss/oﬁginal sonneteers, just so he refused to have a somet lady as
excessively and erptically desciribed as the s'canc\lardwone is{ He tells us. a%—
most nothing. ablout Delia's appearance, yet she lives jn our imagination. Ins-
tead of piling on epithet aft;r exotic epithet, he suggests her b;auty; adun-
brates it, one might sae‘(, with unequalled delicacy and grace. What anothez;

TN poet needs a whole sonnet to describe, he realizes in ‘t'vo suggestive lines:

o
)

’ . *

\




And where the sweetest blossoms first appeares,
Let love and youth conduct they pleasures thither. °
' (XLIXI)

The Elizabethan noticed these differences between Delia and*traditional
. _— .

©

sequences and appreciated the implications.~ That tlt sequence contains no

‘blasons, ba131rs, or Cup:Ld anecdotes, that the girl is described with a mi-

nimum of detail yet achleves Jdmaginative vitality we too observe, but because

~

- we are not so well acquainted with the elements of the tradition, we have to
be helped to see what Daniel was trying to do with Petrar;:hism. let us, there-
fore, examine a sonnet with reference to the conventions and mannerisms of

Petrarchist sonnetry. "Care Charmer Sleep" is,. I admit, one of Daniel's

<

finest, but it is characteristic of his manner and'method:

. co Care-charmey sleepe. Sonne of the Sable night, .
Brother to death, in silent darknes borne: "
Relieve my ]angun.sh, and restore the light,
With darke forgetting of my cares returne. ~
-And let the day be time enough to morne, - \
The shipwrack of my ill-adventured youth: e
. Let waking eyes suffice to wayle theyr scorne,
Without the torment of the nights untrut )
'Cease dreames, thtymagery of our day degires,
To modell foorth the passions.of the morrow:
Never let the rysing Sunne approve you lyers,
) To adde more griefe to’ aggravat ny SOrrow. \
e | Still let me sleepe, imbracing clowdes in vaine;: \
* ‘  “ And never wake, to feele the dayes disdayne. .
=% ; . ' (xzv)

To start|y i?ith the mythological allusions are zabsolutely metaphorical,
p parts of the poem, not decoration to display familiarity with the classiecs.

"Imbracing clowds in vaine": ‘the whole fable of Ixion,-of ambitious and for-

¢
I
i
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bidc'ien longing and tyrannical punishment is here » compressed into a single
clause'. The opening invocation is perféct ; full but not overly detailed,
formal but charged with precise and pou;eri‘ul emotion.

And, of course, Daniel gives us a phrase that vibrates with the very ge-
nius qi‘ the language: "Care-charmer Slee{)e". So tﬁ)o with "Laughter~loving
Goddesse® (X) and "the nights pale Queen!" (XL). They_pre perfect epithets,
precise and graceful enough to bring honour to a Greek, but in poetic essence K
umnistakea’gﬁ English. Nor are they mere tours c.le force; each is an organic
part of its poem. So throughout the sequence nwt,hoiogical allusions and con-
ceits are always truly metaphori‘cal, whether expanded into a whole sonnet,
as in V, which is basgd on the Actaeon i‘ablle, or concentra.t‘seq into a single
.ﬁne like "Noy whilst thy May hath £ill'd thy lappe with flowers" (xx11), .
wh;ch‘, reminiscent of Proserpine in the vale of Enna filling her apron with
lilies and Jriolets ’ evs:':es the primal loss of eternal-spring g#d the perfec- .,
tion of innocent loveliness. { ,'

Daniel dealt as intelligently and“imag:inative]y with another Petrarchist
i’igura of classical lineagé , the antithesis:

Relieve my lan;;uish , and restore the light,

With darke forgetting of my cares returne.
. - - (xLv)

. .
.
“ @ .l

. It is simply said, but nothing could be more moving. Instead of merely lis-

-

ting U“contraries™, Daniel explores the conflicts of the inner self,

Hap}:ie in sleepe, waking content to languish,
Imbracing cloudes by night, in day time morne:
All things I loath save her and-mine owne anguishe,




Pleas'd in my hurt, inur'd to’ live forlorne.
| (xv1)

These are c(anentioml antitheses describing the standard "contraries" of love
,a:l'.clmesa, but they have force and meaning.

The lﬁrperﬁoles are no less successfull. vAnd never wake, to feele the
dayes disdayne™ (XLV) is clearly a rhetorical exaggeration, but notice how
natural the language is, and how moving the passion.

Still must I goe the Surmer windes pursuing:
Finding no ende nor Period of my payning.
| () |

¢ ¢

Ebmgge;-ation again, but the art does not outweigh emotion or sense. Of course,
some sonnets are overdone, but for the vastly (greater prt I?ainiel communicates
emotion with precision and forée. He avoids the Petrarchist pitfall: l:xyper;
bole is not used for its own sake in Delia. Emotion is convincing enough to
Justify the exaggeration and the hyperbole expresses and defines emotion ins-

tead of being a rhetorical tour de force.

The same is true of the-“conceits. Daniel never contructs one just to
flout technique. His conceits are organic parts of the poem, incisive and

meaningful in the specific context.

¢

\ -]
And let the day be time enough to morne,
. The shipwrack of my ill-adventured youth. .
(xLv)
This is the most familiar of Petrarchist conceits, used by virtually every

English sonneteer from Wyatt down, but the way it appears in Daniel's poem
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is anything but stale. His touch is masterly. One single line gives a his-

tory of despair. e know very well that the metaphor is an old one, but he
uses it so poignantly that we aimply do not care. The traditional conceit
has become n;aw and unique in his hand. |

. Of course, in some sonnets , . XXIIII for instance, which has Delia's eyc;a,

hand, and voice besieging the fortress of the lover's heart, the conceit is

- laboured and unsatisiying, but such a .case-is the exception. ‘Daniel almost

always constructs his conceits with economy and subtlety, a.:imiﬁg not to as-
tound v;ith technique but awe with emotion. It is not the mere ™wit" of the
conceit that he is primarily i;xterested in, but the poem, the ‘organizatiom
of emotion.and viai.on', that the conceit is a vital part of.

I,hniel avoided th?,_mjor weaknesses of Petrarchist so;znetry and created a
love pt;etry all his own." The raw materials s the situations, postures, and
rhetoric, are traditional, but the poetry is unique. We cannot mistake the
chax;gf:ter of Daniel'sﬂ Muse. Deln:.cacy, subf;lety, ar;d grace and a g‘ent.le
melancholy and quiet joy--these qualities and emotions are Daniel's ,/a.nq
they are essentially English.

His critically aware contemporaries would realize this. ILet us too look
at the work through Elizabethan eyes. There ?re no blasons, ‘ba.isirs, or Cu-’
pid aneccllotes, strange words and queer syntax, gaudy and pornographic descrip-
tions, superfluous mythological allusions, stale antitheses, unjustified hy-
perl;oles » OF overh: complex conceits. It is clear that the gystenatic avoi-
dance’ ol elements and characteristic stylistic excesses is tantamount to out-

right criticism or parody. Nor is it any less plainly understandable that

il

1
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when Daniel preferred suggestiveness to elaborate and detailed description,
made the iover speak simply and movingly, produced conceits of subtle impli-
cations with the utmost artistic econony, and wrote in a language of exem-
Plary purity, that when he exercised méaénre and de}icacy and wrote from xhed

wisdom of experience he was not apeing but exploiting Petrarchism.
» .

3. The patience of the North.

« v

Daniel knew perfectly well that he himgelf was, in Theodore Spenser's
words, "the typical English poet [ vfhosej gtyle can-be felt as the ground
swell of English poet;r;,r."]‘3 It is not unconsciously that he drew his poetry
from the purest depths of the language and made his verse move to rhythms
that are archetypally English.

Let other sing of Knights and Palladines, /
In aged accents, and untimely words.
(XLvI) .
He tells us himself that he would have none of Spenserian archaisms or inkhorns

terms or awkward neologisms.
) |

|
Thou maist in after ages live esteem'd,
Unburied in these line reserv'd in purenes.

) (XKKVI)\
"Purenes": he gives us the very adject.iv'e to describe the language of the
sonnets,

Deliberately, with the care and patience that distinguish both his thinking
and style, Daniel developed a sonnetry that was as English as possible. Of
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course, he failed to achieve his ideal of poetry——that is why he abandoned

the love lyric--but Delia is well on the way. How could it be otherwise?

He was already working on The Civil Warg in 1592. The style of this epic

is that of his mature period. The gap between the relatively ormate poetry |
of Delia and the plain, rétiocinative of Musophilus and the verse epistles
is not nearly as wide as most crit;ics'would have it; indeed, it isua gp
almost bridged. Delia is the Beginni.ng, but it leads right to the other
side. Daniel tells us this himself. The sequence moves from "praise and
complaint" to eternizing, fram th'e winfant stile;' (XLIX) to the mature,

Just as he went from loveﬂ poetry to the mature, philosophical works.

Consider the qualities of his mature writings. They are, primarily,

discursive. Musophilus is a debate. The Civil Wars contains as much e-
"thics as history. Delia al;o offers ideas. We have analyzed its themes,
observed that ‘Daniel develops an aesthetic, considers the dichotomy of the
ideal and the mundane, and ponders the natt;re s flmct.ion, and efficacy of

art. He even moralizes:

o

Delia these eyes that so admireth thine,

Have seene those walles the which ambition reared,

To checke the world, how' they intombed lyen

Within themselves; and on them ploughes have eared.

Yet for all that no barbarous hand attaynde, N

The spoyle of fame deserv'd by vertuous men:

Whose glorious actions luckely had gainde,

Th'eternall Annals of a happie pen.
. , (xovIn) .

Y

‘I"his is the,central theme of Musophilus—mortal works decay, but the things
of the mind and heart, art and knowledge, prevail. The philosophical debai:e
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\ .
betweon Philocosmos and Husoph:l.lus » the lovor of the world and the lover of

the Muses, is in ____ig in embryo. ) ' o ' “
' 'Hith history, it is another story. Daniel was incapable of bringiﬁg= a, '
historical theme into the sequence. Delia is, indeed, almost devoid of facts.
We srb told almost nothing about the lady and her lover, of how they live

and what outside of disdaining love and suffering they actually do. Daniel
could not say of Delia "I verslfie the troth, not Poetiz ."n‘ He simply does
_mot deal with facts in the sonnets. But there J.s "t.rueth" (I) in Delia. The
will to trutl'x , the :lmimlse to question, explain, and teach that informs the
vmtm:e writings is to be felt in the sequence. After all, in examining the
development. of the a.rtist.ic consciousness Dahiel i3 subjecting himself to
objective analysis. . The story ‘of the lover's attainment of artistic inde-
pendence is the story of his own maturation. When he shows that art is
effective only within definite limitations, that the lover cannot win Deliat's
- pity however moving and powerful his verse msy be, Daniel is honestly acknow-
ledging the madequacies of b,is own art.

This will to truth is appreczable in the analyses of the lover's despairing
conditisn as well. Where the average Petrarchist gives us mere elaborations
of standard cbnceits, "‘Da.niel opens up the mind and heart. In a.. sonnet like
V we enter the lover's mind and feel the texture of hysteria. The insight
into theé workings sf the mind that dist:i.néuishes the verse epistles .and the
plays is operating in the sonnets. Daniel was already measuring. the capsci—
ties of the personality to withstand ext.ernal and internal pressures, pro-
bing to so how the mind and heart works and what makes ‘men stand or fall.

}
]
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iy ' ' The aequence is, after all, a story of faith. The lover prevails because he

- believes in poetry and his own ability to vanquish "times consuming rage®
(XIVI). Just as in Musophilus, Daniel is mking a declaration of faith.
I am not saying that Delia is a philoaophicnl work, but it does have phi-

fA"y ‘ losophy. The aonnota are contemplative, t.hoy ponder the transitoriness of

N . mortal beauty and the power of art to perfect and preserve. Daniel is think-
ing in Delia, not merely producing moving phrases and lovely images. It is
for this that we cannot consider the shift in his atyla to the plainer and
ra.tiocinativo of the ithure NTitings as a "suddaine change®” (V). Daniel
a definite programme when he set out to writ.e the séquence. In Delja af well
as in The Civil wars, Musophilus, and the verse epistles he was trying to pro-
duce a poetry as English as possible, a poetry that would be an adequate vehi-

\» ® cle for English thought and acceptable’ to the English Muse.

Just consider -the most obvious feature of the sonnets. Their form is En:
glish—not the original Petrarchan, not that of Sidney's hybrid, but Surrey's,
the three c;-osa-r)v;xxed quatrains capped with an epigrasmatic--couplet. It was
Daniel who perfected this form, nnkiné it ready for Shakespeare to use with

«
absolute mastery. ] .

But this is only a minor matter., What co ts Daniel with i;ya.tt and Sur~
“ rey and sets him ap;.rt from sonneteers like Soothern and Watson and places 7
/ | him'in the main stream of the development that led from Tottel's to Sidney
to Shakespeare is that *he‘ mede sonnetry a mode of personal expression. dJyatt
» - and Surrey had taken the at.uff‘ of Petra:rchism and nn;de of it poetry that not

only had a” personal voice, but manifested a personal comprehension of the

’
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world and man's life. Soothern and Watson imitated the French and Italians
in the modern.sense of the word, they copied, English sonnetry was in danger
of succumbing to this fallacy; Watson had greater influence on his fellow

poets than most modern critics realize. Sidney put a stop to this with

Astrophil and Stella, which reintroduces the truly contex'nplative mode of

Wyatt's and Surrey's poems. Daniel perpetuated this kind of sonnetry. Delia
proved again that sonnets could speak with a personal voice and be meaningful.
There is no need for me to pause on the significance of this achievement.

Just think of the difference between Drayton's Jdeas Mirrour (1594) and his

Idea (1616). The first contains, for the most part, exercises in traditional

forms and themes. In.the later work we find a pe;'sona.l understanding of life,
" a distinct reaction to the order .and workings of the universe. Now Drayton
was as fine a poet as Daniel, but never so critically aware, Before the pu-

blication of Astrvphil and Stella in 1591, indeed, before é,oing to Italy in

B ulate 1590, Daniel had decided to produce sonnets that would be cont.empj.ative,
that would speak about things that mattered' and not merely complain and pra-
is‘e in a hundred different ways. He purpoéefulJy created a kind of poetry
that would ring with his personal voice a;xd manifest his conception of the
order of the universe. ' |

\Dan:iel never aped the Frenéh and Italians, but sought to show that English

. poet could beat them at their own game. Like Sidney, he took the raw material
of Petrarchz:.sm and shaped it to hifz own conception of an ideal -English lyric
i)oetry. Where his contemporarties struggled for the yet more impressive effect,

tried to be more of an astounding Petrarchist than the next man, Daniel culti-

3 ‘
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vated restraint and ease. Working carefully and patiently, he made of the
elen\\ents of the tradition a poetry ’uniquely his own, and uniquely English.
We feel this in its unobtrusivenesss, in its measure and delicqcy and the
melancholy &nd quiet joy that come from the English heart, and see it per-
fectly clearly in the fact that the sonnets in Delia are, like Wyattt's,
Surrey's, Sidney's, Shakespearets, aqd Spenserts, truly coptemplative.

Some might say that Daniel was responding to an instinctive preference ‘Tor
discursive verse and merely acknowledged and worked within his limitations, “

but T,hink of what this means. The major fallacy of English Petrarchism,

"

"the flaw at the very centre of the poetry, is unreasonable ambition. They

tried to achieve the heights of passion and spirit that come naturally to
the southern tempérament, they aped what the "hotter spirtits"15 could ex-
press w:Lth ease and grace and like unthlnkmg mimics, parodied what they
tried to emulate. Daniel was certainly conscious of his lim:.tatlons, and he
was Perfect.ly aware of what. this critical self-awareness meant. He consci-
ously, carefully and patiently imposed the forms of his own artistic perso-
nality upon the's£uff of Petrarchism, He made of the stock situations, pos-:
tures, and rhetoric of the traditional éoet;'y sonn;ts whose restraint, subt-
lety, and tjhought.fulness identifies them as purely English.

Who can deny that he worked consciously, with a definite goal in mind?
Of how many write:.w/caNe say that they are their own best critiés? It is
not necessary to look any farther than the sonnets to find descriptions of
the quality of Daniel's ly;ic poetry: "fatall antheames, sad and mornefull
songes" (III), "sorrowing sighes" (XXXIIII), "A wailing deskant on the




. ' aweetest grownd® (ILVIT), "ournefull wirble® (KKXVI), lines of delight®
‘  (XID), "purends® (XVI). (I do not think | exaggorate whan I add to
this list wimortal stilen TV .)
A poet who can describe his own verse 3o well knows exactly what kind of
\ . verse he is writing. Deniel cannot be accused of blindly imitating the

'poets of the-continent. He sought a compramise, an honest and:honoursble
' one, never sacrificing the values that lie at the basis of all his poetry. . :

In Delia he steered a middle course between the excgsses of Petrarchism on |

one band and the excessive reaction against the tradition on the other.

'ﬁxis is why he never parodies—he considered one extreme as destructive as

the other. P

) £
‘ Thus critics who look for direct criticisu and parody are in error. 4 noat

does mot have to shout to rake his opposition to conventions known. Daniel

did not have mock Petrarchism. He controlled it, achieving a balance Bet-

ween the stuff of the tradition and hia_Engliah artistic sensibility. This
is undeniable. \e see it in the systematic exclusion of elements he dis-
approved of, in his perpetuation of the contemplative mode of Wyatt and

( Surrey, the zasterly exploitation of stock situations, postures, and rheto-

v

ric, and feel il fe 1a the very texture of the verae, in the purity of its dictiom,

the ease of its syntax, and the archetypally English movement of its rhythms.
\' Daniel himseli‘ tells us that he wanted to prove to Europe that "Thames had

Swannes as well as ever Po."]'6 All his life ;ought. to create a poetry

that would place England above France and qu Delia was his first offer-

’ ; ing. It is here that he first tried to show how




all that ever hotter spirits exprest 18
Comes bettered by the patience of the North,

[}
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CONCLUSION

3

1 .
Deniei was in many ways his own best critic, but in one instance we need

not take hia:opinion as fact, .He waa\disappointed enough with love aonnet.rj
to abandon the genre and the style for works much more 1nt:e]lecpual in con-
tentvand plainer in form. Yet his sonnet sequence is still his loveliest
and perhaps most perfect r{;r)orl;c. It is also one of the finest of the period
and no man should be dissatisfied with ranking just behind Sidney, Spenser,

and Shakespeare.

&

" .
The excellences of Daniel's love poetry have made themselves evident even

‘ in th;ls short study. .What ot,hei"a minor sonnet sequence offers such diversity?
Hil;ia;'e the average Petrarchist is contgnt with the et.ernai “praise and com-

. plaint,": Daniel gives us“his carpe diem and ‘eéernizing gonnets > the first full
expressions of. these themes in. English soriixet.ry. His work- is a perfectly
.rorganized ;vhole. It tel\ls a qtory and contains situations and characters ’
that change and develop. The average Petrarchist heroine is’ perf;ctly bee.u-
tiful and absolutely uzu‘eéponsive and the hero ;:onaequent.ly I;DVOS and suffex;s
ro\rewoler; in Delia the rehtioﬁship changes radically. The hdy and her lo-
ver <_:levelop externally and internally. 'Wé gsee Delia .age and fade through
' herllover'sseyes Znd we ses how he xiespondsh to his own consciousness of her
mortality, The different kirlzdg of sonnets--"praise and complaint®, carpe ]
\g;.i_gn_, sternizing--are lenses trained on Delia and the forms of beauty she
symbolizes: by Sbserving modifications in focus we see haw the poetic vi-

" sion functions and develops. " Each type of sonnet and the progression from

£
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one to another exemplify and analyze ways of regarding and respondinglto
beauty, virtue, mutability, mortality, art, and'eterniiy; Daniel offers us
ideas. In Delia he is working out the problems of his own artistic develop-
ment.,

‘Tb be sure, some sonnets would have been b;tter excluded, but the majority
are successfull and indispensable to the organic st;ucture of the sequence,
and the best are the {inest in the language. No one else could have written
"Care .Charmer Sleep". Only Daniel could charge thg carpe diem with ;uch gen-
tle pathos and.speak of the immortality of art with such measured ?ajesty.
Where he excells he is unsu{passed. No other poet produced descriptions Ef
gsuch subtlety and chqrﬁ.‘ Unobtrusively, wiﬂh the ease that betrays perfect
control, he draws scenes s0 delicately suggestive that they tremble on the
verge of allegory without assuming static form. .

The complaints are no less successfull. The matter is Petrarchist but the
poetry itself transcends convention. We do not cafe\if this-has been said
before because when we read it we know that this is how it was always meant
éo be sgid: Some might prefer greater pa;sion, and savage cynicism, but they
disregard the gepth and range Daniel was cipable of. The sorroﬁ?is not of
one kind: the lover laments not only his own[plight but the passing of beau-
ty as well, and he finds as much joy in poetry as in beauty. The emotions
Daniel presents are not great and wild, but they are varied and, most impor-
tant of ali, ﬁfue. We believe the lover, delight and lament with him‘freély.
"We also think with him, and this is more than can be said for the majbfity

of Petrarchist sequ;nces.
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®
Yet Delia is neélect.ed. Though a work of great influence, th® first and
loveliest of a poet who ranks among the finest lof his age, it is‘ regularly .
dj.sre@rdecl5 misunderstood, and mdgrmlued. Critics call Daniel a mere Pe-
trarchist; he strqve all his life to create a poetry free of foreign influ-
ences, a poetry "mere English® A critic of deep se.nsitivity and astounding
. foresight, he-.brought, the totélity of his knowledge ar;d taste to bear upon
the tradition. From the chaos of English Petrarchism he shaped a work of
unique beauty and unmatched gx-ace; His aonnet;y is all his own. hNo one can
mistake his style and no oné but be awed by the pm:ity and subtlety of his
imagination. ' |
Daniel wrote some of the most beautiful lyric poetry of his age. Among
giants of men, artists whom none have matched ,' he ranked with the best. We

" neglect him at our own loss. ' .
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Appendix I: The Identity of Delia and the Date, Place, and
_(}_:l_rcun?tgnces of the Compogsition of the Sonnetge

We have very little internal evidence to help us identify the original
Delia. lhniei tells us tl;.at she lives beside the river Avon (XLVIII), but
not which particular one. Her youth, her beauty, and her.fair hair (chan-
1 ged to "sabie" in the 1601 version of XXXIIII--evidently Daniel dici, not care
about. such details) are qualities she shares with the vast majority of son-
l;et ladies. She has really no distinguishing physical featuresb , no special
lpersonality, or peculiar circumstances in her life. Unlike Sidney and Henry
Constable, Daniel never puns on her name or writes sonnets around her armo-
rial bearings. In effect, he tells us so little about her £Mt it is impos-
’ sible to say whether there was a real Delia in Daniel's life, whether the
lady of the sonnets is a portrait or. a’fiction.t
Nor would this knowledge further our appreciatit{n of the work, which, as
* we have seen, is.plainly u;lderstandable without reference to Daniel's career.
It would, however, help us tio know when and where the sonnets were composed,
for if Daniel began to write poetry seriously at Wilton, under the patrorage
of Mary Herbert, éountesa of Pembroke, u: fcould be certain that at the forma-
tive stage of his career he was not-only acquainted with Astrophil and St:ella,
but was also familiar wit;: Sidneyt's literary programme., If we can prove that
Daniel was connected with ‘the Pembroke household: before 1591, the year his
&, and Sidney's sonnets were pirated by Thomas Newman, we shall be certain that

his conviction in the need to resist foreign literary influences and develop

. | - )
N




cTh T | . 13&.

the essential qualities of English verse nlioa“ behind l)_)gm as well as the
later writings.

' The prose dedication of the first (1592):odit.io,n of the sequence dnd the
dedicatory sonnet of that of 1594 (Sprague, p. 170-71) gratefully acknowledge
lady Mary's patronige and inspiration, but they are so vague as to fail to
answer the nagging question, was lady Mary Delia? Tradition has it that she
indeed was the woman for whom Daniel wrote the sonnets, but Joan Rees rejects
this theory. According to her, Delia was 'a local girl"zlor Danielts native
Somserset ai.nd_tho ncrisis® of the affair occurred in 1596-91, before Daniel
travelled tc; Italy with Sir Edward Dymoke, to whom he had dedicated his trans-
lation of Paulo Giovo's treaties on :ngrese'ixi 1585, In addition, Rees main-
tains t.hz;.t Daniel became one of the Wdilton Circle" after the surreptitious -

printing of Delia and consequently lady Mary "did not produce the seminal’

ideas for the poems" and extended her patronage "only to the finished work",“
the first complete and authorized edition of 1592, which is dedicated to her.
Piorre Spriet, on the other 'hand, accepts the traditional viewpoint, main-
taining that Daniel began to compose sonnets at Wilton before .:1.591; apeci-
fically, between 1584 and 1588,5 after leaving Oxford (without a deénee) and
aat.tling- in Lincolnshire for a short while. This is much more reasonable
than Rees's theory, but Spriet fails to present positive proof, Fortunately,
we can point to new evidence which establishes that Daniel was .connected with

-

lady Mary before 1591. ° {
At the batk of the posthumous 1623 edition of Daniel's poetical works
appears an'elegeic poem entitled "To the Angell Spirit of the most ‘excellent,

-
{ - e

( ‘ . I ‘ . //
| , (/

\
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Sr. Pnillip Sidney". According to W. A. Ringler, Jr.,® this 1s not by Dantel
but a copy of one of lady Mary's which the edibor; {hniel'a brother, John,
found among his papers and erroneously printed as his. Certainly the poem
'ioa a rough draft of lady lhryﬁ's dedicatory eiegy of Sidney's and her metric
translations of the Psalms, but we find echoes of it in Daniel's sonnets,

7 as insignificant. The connection

ar;d thus cannot dismiss it, as Rees does,
indicates that Daniel was on close enough terfis with lady Mary to possess a

copy--a rough draft at that—of a poem which she evidently wrote in sorrow.

Sonnet I of Delia is based on parts of the elegy:

. And that my thoughts (like smalles streames that flow,
Pay to their sea, their tributary fee)
O when from this accbmpt, this cast-up gomme,
. - This reckning mde the audit of my woe.

1

Unto the boundles Ocean of thy beautie
Runs this poore river,.chargtd with streames of zeale: ,
Returning thee the tribute of my dutie, .

Which heere my love, my youth, my playnts reveale.

Heere I unclaspe the booke of my charg'd soule,

Where I have cast th'accounts of all my care: g

Heere have I sum'd my sighes, heere I enroule
Howe they were spent on thee; Looke what they are.

(1)

Now sonnet I was not printed by Newman, but it is certain that Daniel saw
the elegy before leaving for Ttaly in late 1590. The last two lines of the
rough drqrt of lady Mary's poem are echoed in a- sonnet printed: by Newman:

‘

- I can do no more deare?soule, I take my leave
My sorrow srives to mount the highest sphere.§
[

What shall I doo but sigh and waile, the while
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My martyrdome exceedes the highest stile. *

(This is the 1?91 version of the couplet of sonnet L.)

We c:.n now safely agree with Spriet that Daniel came to Wilton well before
1591, b\;t the question of Deliats identity still remains unsolved. \Was she
lady Max:y? 1 think not. Ifxdy Mary was a mother when Daniel cama to Wilton,

and a great noble and Puritan to boot--scarcely the sort of woman a man as

!

* shy and unsure as Daniel makes love to. It is quite impossible that he,

knowing the ';iepth of her philosophy and scope of her learning, would have
dared to réuspect. her of wanting to read nothing but “Lines of delight, where- E
;.)n h';'r youth might smyle® (XLIII). Without a doubt they valued a deep friend-
ship, but ‘love was :impossible there, particularly a publicized one. Ilady
Mary would never have allowed Daniel to dedicate the sequence to her if it
contained one single hint of a %ove affair. éhe was his patron and to an
extent his mentor, but never his lover. . | ,

As for Reest's "local gix"l",' I do not doubt that there was a Delia in Da-~
niel's youth; it is, after all, normal for an artistic young man to ‘plunge

into hopeless love, and in that age it was quite normal for such young men

" to preserve ihgir tears in sonnets. The real Delia--if there was one—— might

well have been a girl living by the Wiltshire Avon, but the sonnets were writ-
ten at Wilton. )

This is what is important. Welshnli probably never establish Deliats iden- :
tity (unless more becomes known of Iiniel's badly documented yout;h) » but we

know where and how the sonnets were written. At Wilton Daniel had ready ac-

- ~
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cess to Astrophil agjd Sgella', the treasure of the age. Who knows whether Sid-
ney had not annotated some of the sonnets? Many other works, Spenser?!s and

Thomas Watson's for example, are provided with commentaries. Surrey annotated

his copy of Castiglione's The Courtier gnd Gilordano Bruno, whom Sidney, Gre-
\ville , and Florio, and possibly even Daniel entertained in london, went B0
far as to develop his commentaries on his own sonnets ir;to a philosophical
treastise in The Heroic Frengiq_s_. ‘But even if Sidney had not done t.h:i.a,“‘

'Astrgpbq_i_;.r and_Stella could show Daniel how to exploit the conventions and
mannerisms of Petrarchist gopnetry, and lady Mary, who was as familiar with
her brother's critical com{ictions as anyone, stood by to give the young
Daniel good advice. Wilton was his "beste Schoole",loit. was here that he
first learned to write truly English poetry, to refuse to ape the French
and It.aliang and atriv;a to blend the poetic traditions of the continent and
t;hose native to England in love sonnetry that bore: the st;amp of his unique

artistic personality.

h -
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According to Sidney lee Delia is "a shadow of a shadow--a mere embodiment
of what Petrarch wrote of laura, and Ronsard of Marie." Elizabethan Sonnets,
1, p. lix, . ' [

|

2 . b
Rees, p. 14. '
3
Ibid., p. 20.
“ v
Ibid., p. 43.
5
Spr‘iet, Rc 59: «
6 . .
W. A. Ringler, Jr., ed., The Poems of Sir Philip Sidney, ed. cit., p. 551.
S

Rees, p. 12, n. 31.
8 o “
Samuel Daniel, "To the Angell Spirit of the most excellent, Sr. Phillip
$idney," in The Complete Works, ed. cit., 1, 11l. 48-49, 59-60.

9 : »
bid., 11. 76-77. ’ . : '
o ' Y

A Defence of Ryme, p. 129.
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Appendix II: The Source of the Title and Sonnet VI of '"Delial.

I
Scholars have long supposed that Daniel took the title of his sonnet se-

quence from either a Réman or a sixteenth century French source. It is, in

fact, an English work, Robert Greene's Perimedes the 3lacke-Smith (1588),
that provided Daniel with the name Delia. *

In 1898 Joseph Guggenheim suggested that Daniel namedhis lady after the
Delia of Tibullus's Elegies.l According to Guggenhg}m, further connections

exist between the two works. Tor example:

Quam cito purpureos deperdit terra colgres,
Quan cifo forrosas populas alba comast

400000000t 0000000ebdesronedosrenre s v e

Forma non ullan fata dedere moran.

supposedly3 provided the pattern for Daniel's

2
Soone doth it fade that rakes the fairest florish,
Short is the glory of the blushing Rose,
The hew which thou so carefully doost nourish,
Yet which at length thou must be forc'd to lose.
(XLII)

It is a rose, not a poplar and the general colouring of the blooming earth,

that Daniel's poem speaks of, and it makes no direct reference to‘"fate".

There is nothing to suggest that Daniel had Tibullus's elegy in mind, much
less that he deliberately imitated it.
In another instance Guggenheim seems to have actually misread Tibullus.

He insists that® - B
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Vincula, quae maneant semper, dym tarda senectus
Inducat rugas inficiatque comas” \_

When thou surcharg'd with burthen of thy yeeres,
Shalt bend thy wrinkles homeward to the -earth.
(XLII)

was the basis for

.

"Vincula" are the bonds of matrimony, not the fetters of age; the first two

’

verses of the quatrain read:

Vota cadunt, utinam strepitantibus advolet alis
Flavaque coniugio vincula portet amor. 6
The two poems deal with completely opposed matters.

Daniel probably knew Tibullus's Elegics, but, except for the name, 'the two
works have not.;xing in common. And the chances of Daniel deliberately taking
the name from this source are virtually nil, The chastest of poets, he defi-
nitely would not have wanted his sequence to be in any way associated with
a work as notorious for its eroticism as Tibullus's was in the Renaissance.

In 1903 Max Maiberger, dismissed Guggenheim's suggestion, offering an al-
ternate which Alfred H. Upham7 and Sidney I.;ee8 approved, but Janet Scot.\‘,9
correctly rejected. According to Maiberger}o Delia is based on the title of

Maurice Scdve's Neo-Flatonic sequence of dizaines, Délie, object de plus

haulte vertu (1544). This work is at least chrono\logically closer to Delia
\
than the Roman, but, again, there is nothing to indicate that Daniel was at

all influenced by Scdve. Whatever vague thematic aimih.rities exist between
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the two sequences are such as one expects to find in Petrarchist love Ipqot.ry.
Furthermore, it is impossible that Daniel could have meant Delia to be an
anagram for ideal, as Délie is. As we ‘haVe seen, he was anything but an or-
thodox Neo-Platonist, and eschewed puns and word plays of all sorts methodi-
- cally. Nor would he; who so firmly insisted on the national integrity of
English literat;xre, willingly associate his work with a French one on its
very title page. '

Most important of all, we can point to a work chronologically closer to
Delia than even D€élie, and much more accessible, which provided Daniel with
the nane in its full form. There can be no doubt that he took the title of
his sequencé {rom Greene's story, naming his lady after Perimedes' wife;

sonnet VI of Delia is based on Greene's "Faire is My love", which runs:
Faire is my love for Aprill in her face,
Hir lovely brests Septerber claines his part,
And lordly July in her eyes takes place,
But colde December dwelleth in her heart:

Blest be the months, that sets my thoughts on fire,
,Accurst that honth that hindreth my desire.

Like Phoebus fire, so sparkles both her eies,

As ayre perfumde with .amber is her breath:

Like swelling waves her lovely teates do rise,
As earth his heart, cold, dateth me to death,
Aye me poore nan that on the earth do live,
When unkind earth, death and dispaire doth give.

In pompe sits kercie seated in hir face,

love twixt her brests his trophee¥ dooth imprint.

* Her eyes shines favour, courtesie, and grace:

But touch her heart, ah that is framd of flynt;
That fore my harvest in the Grasse beares graine,n
The rocke will weare, washt with a winters raine,

Daniel turned this into: ’



Faire is my love, and cruell as sh'is faire;

ler brow shados frownes, although her eyes are sunny;

Her Smiles are lightning, though her pride dispdire;

and her disdaimes are gall; her favours hunny.

A modeat majde, deckt with a blush of honour,

Whose feete doe treade greene pathes of youth and love,

The wonder of all eyes that looke uppon her:

Sacred on earth, design'd a Jaint above.

Chastitioc and Beautie, which were deadly foes,

Live reconciled friends within her brow:

And had she pittic to conjoine with those,

Then who had heard 7the plaints I utter now.

0 had she not beene faire, and thus unkinde, a

My Muse had slepl, and none had knowne ry minde.( )
vVl ‘

A verse {rom another of Greene's poems provided the pattern for “A modest
maide, deckt with a blush of honour": ™A bonny lasse quaint in her Country
t.ire“,lz and the ant’it..hesis of “And her disdaines are gall; her favours hunny"
was probably, sugrested by a prose passage treating the nature of playing ‘
cards, which reads: "which in the mouth taste like hony, but in the maw more
bitter than Gal1".13 e honey-gall antithesis is, however, such a cormon ore

in Elizabethan poetry that I cannot insist on a definite connection here.

As for further connections between these two works, all we can say is that

the association of Daniel's Delia with Greene's is ironical. The latter is |
quite the antipodes of our "cruel-fair®--a cheerfull middle-aged housewife
who occasionally helps her sagacious husband at the 'forge. It is also pos-
sible that Daniel assumed that his more knowledpeable readers would recognize
the source of his sonnet VI and appreciate the wit of the phrase "greene
pathes of youth and love".

Unfortunately, as sonnet VI does not appoar in Newman's pirate edition of
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1591, we cannot rely on this connection for a dating of the composition of the
sonnets. Daniel may have read or reread Perimedes late in 1591 and used the
song for a model for a new sonnet to add to the authorized edition of 1592.

Interestingly enough, a poem from Tho Passionate Pigrim, attributed to

Shakespoare, is also based on Greeno's "laire is My Love':

’

Fair is my lovo, but not so fair as fickle;
Mild as a dove, but neither true nor trusty;
Brighter than glass, and yet, as glass is, brittle;
Softer than wax, and yet, as iron, rusty:

A 1ily pale, with danask dye to grace her,

None fairer, nor none falser to deface her.

Her lips to mine, how often hath she joined,
Between ‘each kiss her oaths of true love swearing!
! How many tales to please me hath she coined, ‘
. Dreading my love, the loss thereof still fearing!
Yet in the midst of all her pure protestings,
Her faith, her ocaths, her tears, and all were Jestings.

e

She burn'd with love, as straw with fire flameth;
She burn'd out love, as soon as straw ourburneth;
She framed tLhe love, and yet she foil'd the frandng,
She bade love last, and yet she fell a-turning.

Was this a lover, or a lecher whether?

Bad in the best, though excellent in neither.l%

We notice that."A 1ily pale, with damask dye to grace her' has the cadence
of "A modest malde, deckt with a blush of honour", and that both verses deal

with a thing not mentioned in Greene's poem--the girl's blush. That the au-

thor of the poem in The Passionate Pilprim took the pattern for this line

from Greene's "A bonny lasse quaint in her Country tire" Just as Daniel did
is too much of & coincidence. Clearly, he had Daniel's adaptation of Greene's

poem on his tongue when he set about to imitate that one.
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With this in mind, I am gi.ven to think that perhaps the two derivative
poems were composed in a friendly lite;ary duel. The angnymous one _i,s cex:;
t.a.inly. written in the spi!:it of -playg and the telling phrase in Daniel's,
"greene Qa—thes- of youth and lovg"; has more sportive wit than we usually ‘find
,in hig writings.’ Of caurse, there is no way to establ:{sh that.L the poems were
written under such condit,ions, but it is invit.ing to think of Da.niel and
Shakespeare, who may have written the other, engaging in such a conteat. Cer-
t.ainly, they would have- found each other sympathetic, belng equally 80 gent.le
of spirit. In any case, we know that Daniel took the nane of his sonnet lady -

from Greene and uged-a po:'?nwof hls as a model as well and that the third

e <
°

poet imitated ‘both Gréene and Daniel : . ’ . . a

Y
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Appendix IIX: "Delia" and the Sonnets of Pseudo-Constable in the

Second (15_2“ Edition of Henry Constable's "Diana'.

°

-

In 1594 lenry Constable's Diana appeared in a second edition augmented,

L)
as the title page annouces, *with divers Quatorzains of honorable and learned

, »perhohages."l Eight of these forty-nine added sonnots are by Sidney. The

LY

N
a

author of the remaining forf.y-one, Pseudo-Constable, will probably never be‘

identified, but we can determine when he wrote and whom among Elizabethan

¢

sonneteors he sought to emulate. A fair number of his sonnets echo ones

A\

from Delia, one a passage from The Complaint_of Rosamond, and a, group of

them are, like some in Delja, linked by the repetition of closing and open-

Al

ing lines of adjacent sonnets.

Sonnets II of the sixth decade and III of the eighth decade of Diana are

based on entire sonnets from Delia:
]

To live in hell, and heaven to behold,
to welcome life, and die a living death,.
~ to sweat with heate, and yet be freezing cold,
to graspe at starres, and lye the carlh beneath;
To tread a liaze that never shall hauve end,
to burne in sighes and starve in daily teares, !
to clice a hill, and never to discend,
Gyants to kill, and quake at childish feares;
To pyne for foode, and watch Thesperian tree,
to thirst for drinke, and l'ectar still to draw,
to live accurst, whom men hold blest to be,
and wveepe those wrongs which never creature saw,
If this be loue, if loue in these be founded, .
Iy hart is loue, for these in it are grounded.

If this be love, to drave a weary breath,

t

L

<t

s
~
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N

+

-

(Diana, 6th, II; p. 203)

~




Painte on flowdes, till the shore, crye to thlayre:
With downward lookes, still reading on the earth;
The sad menorials of my loves despaire.

If this be loue, to warre agzainst my soule,

Lye downe to waile, rise vp to sigh and griove me:
The neuer-resting stone of care to roule,

$ti11. to complaine my greifes, and none releive me.
If this be loue, to cloath me with darke thoughts,
Haunting untroden pathes to waile apart;

My pleasures horror, lmsique tragicke notes,
Teares in my eyes, and sorrowe at my hart.

If this be loue, to live a living death;

0 then love I, and drawe this weary breath.

) (IX)

) 3

|
liy teares are true, though others b;?‘u&: , .
and sing of varres, and Troys new-riding fraume,
meeting Heroick feete in every line,
that treat high measures on the Scene of Farne.
And I though disdccustoming my luse,
to sing but low songs in an humble vaine,
my one day raise my stile as other use,
and turne Flizon to a higher straine.
\then reintombin; from oblivious ages
in better stanzas her surviving wonder,
I may-oppos'd against the ronster-rages
that part desert, and excellence a sunder:,
That shee (tho»gh coy) ray yet survive to see
Her beauties wonder lyves againe in uee. '
(Diana, 8th, III;

o

Let others sing of Knights and Palladines,
In aged accents, and untimely words:
Paint shadowes in imaginary lines,
Which well the reach of their high wits records;
But I must sing to thee and those faire eyes, . .
Autentique shall my. verse in time to come,.
When yet thtunbgrne shall say, loe where she lyes, .
Whose beautie made him speake that els was dorbe.
These are the Arkes the Tropheis I erect,
That fortifie thy nare against old age,
And these thy sacred vertues rnust protect,
Against the Darke and times conswaing rage.
Though th'error of my youth they shall discover,
Suffice they shew I liv'd and was thy lover.
’ '(Dedia, XLVI)

¢

1%2,
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Sonnet V of the seventh decade echoes quatrains and a single line taken

from three of Daniel's:

Bad shee not beene so excellently faire,
my Muse had never mourn'd in lines of woe
but I did too too inestimable wey her,
.and that!'s the cause I now lament me so.
Yet not for her contempt doe I complaine mee,
(complaints may ease the minde, but that is all,)
therefore though shee too constantly disdaine mee
I can but sigh and greeve, and so I shall:
Yet greeve I not, because I must greeve euer,.
and yet (alas) waste teares away in vaine,
I am resolued, truely to persever,
though shee persisteth in her olde disdaine.
But that which grieves mee rost,' is that I see,
Those which rost faire, the most unkindest bee.

\ : . (Diana, 7th, V; p. 212)

0 had, she not beene faire and thus unkinde,

Then had no finger pointed at my lightness:

The world had neuer knowne what:iI dog- finde, ' ‘
Ard Clowdes obscure had shaded sbi}d her brightnes. ' ,

(Delia, VII, 11. 1-4)-

Yet her I blame not, though she might haue blest mee,
But my desires wings so high aspiring:
with the sunne that hath possest mee,
fall from off my high desiring;
. (Delia, XXVII, 11. 5-8)

I worke on Flint, and that's the cause I mone.
i ’ (Delia, XIII, 1.4)

The opening of st;nnet VI of the seventh decade echoes a quatrain of XXVII

lia and the couplet of sonnet V of the fourth decade‘the couplet of XXI
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: ' (divinely constant to the worthiest Fayre)
and mooved by eternally disdayning,
aye to persever in unkind despayre:
‘ ; (Diana, 7th, VI, 11. 1l-4; p. 212)

[The starre of my mishappe impos'd this payning,

To spend the Aprill of my yeers in wayling,

That neuer found my fortune but in wayning;

. With still fresh cares my present woes assayling. .
. ‘ ‘ . _ (Delia, XXVII, 11. 1-4)
. Doubtfull delay is worse than any fever,
Or helpe me soone, or caste me off for ever. v
(Diana, 4th, V, 11. 13-14;
p. 195) .

Thus she returnes my hopes so fruitlesse ever,
Once let her love indeede, or eye me never.
(Delia, XXT, 11. 13-14)

Sonnet IIIY of the seventh decadg echoes both a stanza from The Complaint

‘ " of Rosamond and a quatfain of X of Delia:

When tedious rmuch, and ouer-wearie long,

cruell disdaine, reflecting from her brow,

hath beene the cause that I endur's such wrong,

and. rest thus discontent, and wearie now.

Yet when posteritie in time to come, - -

shall find th'vncanceld tenor of her vow,

and her disdaine be then confest of some,

how much unkind,.and long I find it now. -

0 yet euen then, (though then will be, too late

to comfort mee, dead rany a-day ere then)

they shall confesse I did not force her hart,

and tyme shall make it knovme to other nen,

That nere had her disdaine made mee dispaire,

Had she not beene so excellently faire. )
(Diana, 7th, 4;. p.-210)

Then when confusion in her course shall bring,
Sad desolation on the times to coue: .. %

When myrth-lesse Thames shall haue no Swan to sing,

A1l HMusique silent, and the lMuses dombe. 1 «
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And yet euen then it muat be known to some,

That once they florisht, though not cherisht so,

And Thames had Swannes as well as euer Fo. ‘
(Rosamond, 11. 722-28)

O then I love, and drawe this weary breath,
For her the cruell faire, within whose brow
I written fifide the sentence of my death,
In unkinde letters; wrought she cares not how,
(Delia, X, 11. 1-4)

! '

Sonnets X of the seventh decade and I and II of the eighth echo lines

&>

from XLV, II and XVI of Delia:

to agravate the cause of my complayning. ‘
(Diana, 7th, X, 1.6; p. 215)

To adde more griefe to aggravate my sorrow. L
(Delia, XLV, 1. 12)

Say that shee doth requite you with disdaine. : :
(Diana, &th, I,"1. 5; p. 215)

Say her disdaine hath dryed vp my blood. .
(% H, 1- 9)

Give Period to my matter of complaining.
(Diana, 8th, II, 1.1; p. 216)
Finding no ende nor Period of my payning. q
. (Delia, XVI, 1. 12)

Sonnet .IT of the sixth decade is based on the central cbnceit of XI1Y of

. Delia:

3

A Carver, hauing lou's too-long in vaine,

hewed out the portrature of Venus sonne

in Marble rocke, vpon the which did raine

small drizling drops, that from a fount did runne,
Imagining, the drops would eyther weare

his furie out, or quench his living flame.

But when hee saw it bootlesse did appeare,

hee swore the water did augment the same.

v

N
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So, I that seeke in verse to carve thee out,

hoping thy beauty will my flame alay,

viewing my verse and Poems all throughout,

find my will, rather to my loue obey.

That, with t.he Caruer, I ny worke doe blane,

Finding it still thtaugmentor of my flame.
(Diana, 6th, III; p. 204)

/

Behold what happe Pigraleon had to franme,

And carue his proper grief vpon a stone:

lly heauie fortune is much like the ‘sarne,

I worke on Flint, and that's the cause I mone.
For haples loe even with mine owme degires,

I figured on the table of my harte,

The fayrest forme, the worldes eye admres,
And so did perish by my proper arte,

And still I toile, to chaunge the marble brest
Of her, whose sweetest grace I doe adore:

Yet cannot finde her breathe vnto my rest,
Yard is her hart and woe is me therefore.

O happie he that joy'd his stone and arte,
Unhappry I to loue a stony harte.

(Delia, XII1)

In addition to thus imitating Daniel, the author of the anonymous sonnets
links VI-XI of the fifth de'cadevby repetition of closing and opening lines,
as Daniel does XXI-XXXV in his sequence. He also couples IV-V, VI-VII,
VIII-IX oI: the 'seventh decade, X of the seventh and I of the eight decad;es,
and 1I-ILI of the eight in a similar nanner in imitation of IX-X a.?d XXII1I~
XXV of Delia. Furthermore, many of the anonymous sonnets are, unlike those -
of Constable himself, in the Shakespearean form and contain hendecasyllabic
lines. These characteristics also conr‘;ect them with Delia.

The fact that this sonneteer sought to emulate Daniel does not at all help

us to identify him, but we can be certain that he wrote after 1592, the year

" The Complaint of Rosamond and the first complete and authorized edition of

Delia appeared. Furthermore, we see h.OW much more highly Daniel's sonnetry
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vas regarded in his days than in ours, [Llizabethan love poets, particularly
the less gifted ones, tended to use continental models. That this one de-

ponded upon Delia witnosses the work's prominance and popularity,

4
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1l

Henry Constable, The Poems, ed. Joan Grundy (Iiverpool: Liverpool Uni-
versity Press, 1960), p. 107. , A11 following references to Diana are to this
edition. For convenient location I provide page references.

*

-
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