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ABSTRACT

This dissertation examines how the comic grotesque
is used to address the subject of war in selected prose.
The Introduction reviews the essential ludicrous-fearful
duality of the grotesque. "Comic Grotesque" refers to
examples which emphasize the ludicrous. An organic link
exists between the nature of war and the grotesque form.

Part One deals with Renaissance selections. The
first is the slaughter of the rebels in Sidney's Arcadia,
which parodies epic-battle motifs. The princes dispatch
the rebels in a series of gruesome and humorous portraits.

Nashe's The Unfortunate Traveller contains two grotesque

battles. Jack wants to join the stronger side at the
Marignano blood bath but soon flies off to the Munster
uprising. Jack's grotesque similes and Rabelaisian
vitality characterize him as a picaresque hero. Burton's

tirade against war in The Anatomy of Melancholy exposes all

the absurdities of war but with comic exaggeration. The
tirade is part of the greater dilemma of not knowing whether
to laugh with Democritus or cry with Heraclitus. To under-
stand Burton's paradoxical view of war, the tirade must
be seen within the context of the entire Anatomy.

Part Two looks at eighteenth-century selections.
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The pettiness and horror of war are recurrent themes in

Gulliver's Travels. Swift is particularly interested

in the unreason of war engines and the perverse delight
which men take in the spectacle of battle. Smollett's

Roderick Random documents the military experiences of

another picaresque hero who sees action in the War of
Jenkins's Ear and the battle of Dettingen. Like Jack
Wilton, Roderick only enlists in the army to support
himself. Perhaps the most memorable comic grotesgue

statement on war comes in Sterne's Tristram Shandy. The

bowling green diversion may be harmless play, but it is
also tied to Marlborough's actual campaigns. Paradoxically,

uncle Toby's war wound is an emblem of love.
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INTRODUCTION

The purpose of this study is to examine how the
comic grotesque is used to address the subject of war in
a selection of Renaissance and eighteenth-century prose.
My first concern in the Introduction will be to identify
the essential characteristics of the grotesque as a literary
genre. This study deals specifically with the comic
grotesque mode. Then the usefulness of focusing on the
subject of war will be pointed out by considering the
present state of genre criticism. Thére is a close
connection between the grotesque and satire, and, in the
last part of the Introduction, the main features of this
connection will be brought to light with particular

reference to Northrop Frye's Anatomy of Criticism.

In spite of the fact that the last twenty years have
seen a large amount of critical theory about the grotesque,
one might still cite the first part of John Ruskin's essay,
"Grotesque Renaissance," as being the clearest explication
of the genre's essential components:

. « . the grotesque is . . . composed of two elements,
one ludicrous, the other fearful; that as one or the
other of these elements prevails, the grotesque falls
into two branches, sportive grotesque and terrible
grotesque: but that we cannot legitimately consider it
under these two aspects, because there are hardly any
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examples which do not in some degree combine both
elements; there are few grotesques so utterly
playful as to be overcast with no shade of fearless-
ness, and few'so fiarful as absolutely to exclude
all ideas of jest.

While generally endorsing Ruskin's ludicrous—-fearful
duality, modern theorists have tended to quibble with his
claim that either one or the other dominates, choosing
instead to emphasize the perfect ambiguity between these
two elements.2 Ruskin's concepts, however, may be more
applicable to a particular reading experience. For example,
Gulliver's description of human warfare to his Houyhnhnm
master may initially strike one as being more fearful than
ludicrous, but this response could be the reverse on a
second reading. In other words, a grotesque passage will
more often be thought predominantly fearful or ludicrous
than absolutely equal in both respects, even though there
is always some degree of ambivalence. Ruskin makes this
point without getting too abstract about the aesthetics
involved.

Frances Barasch has made an excellent study of the
history of the word "grotesque" and its various meanings.
According to Barasch, "grotesque" was first used in English
at the beginning of the seventeenth century and "was accepted

3
as an art term."

It "became naturalized by the freguent
associations of it with the older term ‘'anticke'," which
referred to the skeleton of the danse macabre and then

more widely to the comic demons and "their Renaissance
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4 Later in the

evolutions as fools, rogues, and clowns."
seventeenth century, "under French influence, 'grotesque'
became a popular figure for low farce and burlesque
poetry, so that by the eighteenth century, it was ready
to be used as a significant literary and critical term."5
However, in neo-classical England, it was often used with
the pejorative connotations of disorder and irregularity.
Barasch's summary of the modern meaning of "grotesque" is

an echo of Ruskin's explanation. A writer who uses the
grotesque assumes a "detached position" (as we shall see,
Ruskin also brings up this idea) and is "simultaneously
amused and terrified by what he sees": ". . . the world

seen from such a perspective is distorted and absurd.
Externally, the degrees of distortion vary from mild carica-
ture to the fantastically absurd."6 Hence, this study
applies the modern meaning of "grotesque" to selected

prose of the Renaissance and eighteenth century.

The "comic" designation is meant to reflect a
specific concern with selections which seem more ludicrous
than fearful, but as mentioned this predominance may dis-
solve or even reverse itself. Geoffrey Harpham has used
the term "comic grotesque" to refer to those examples of
the mode which lean toward the "ludicrous or satiric."7
This category roughly corresponds to Ruskin's "sportive

grotesque" (see p. 1 above), and in keeping with Ruskin's

fine sense of the limits in applying theory it can be said
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that "comic" represents a general directive more than a
strict grouping. Furthermore, the word "comic" serves as
an explicit signal to the reader who might be unfamiliar
with the basic ambivalence of the grotesque. This consid-
eration is exactly what lies behind Robert Hopkin's
reference to the "comic grotesque" in an article on
Smollett.8 Since war itself is such a fearful subject, it
appears that the ludicrous or comic must be emphasized
simply to restore the basic ambiguity.

Perhaps the most interesting aspect of the modern
theory is the examination of how the grotesque operates, or
how the fearful and ludicrous elements interact. According
to Lee Byron Jennings, the ludicrous element acts as a
defense mechanism against the threat posed by the fearful.9
By laughing at the absurdities of war, for instance, we
protect ourselves psychologically aéainst its more fright-
ening aspects. Yet this is only half of what might occur.
The provocation of laughter about a horrible subject like
war is itself most disturbing or unsettling. Hence as the
basic elements of the grotesque are contradictory so is
their interaction, or as Michael Steig concludes, "This is
the basic paradox of the grotesque: it is double-edged, it
at once allays and intensifies the effect of the uncanny."lO
War is terrible; laughing at war can alleviate the terror,
but it can also produce guilt. How could you laugh? How

beastly! The opposite responses of relaxation and tension



are what makes the grotesque such a rich aesthetic
experience.

A critic is apt to regard the mechanics of the
grotesque in a sophisticated and intellectual manner. As
with much of the recent criticism on "black humor," it may
be said that laughter is the only way to respond to the

absurd terrors of the human world.ll

On the other hand,
there remains a brute primitiveness about laughter. Jesting
about horrible subjects, such as war, seems cruel. In his
history of the genre, Thomas Wright traces the grotesque to
"a feeling deeply implanted in human nature" and manifested
in the dawn of man's satiric animosity:

When, before people cultivated either literature or

art, the chieftain sat in his rude hall surrounded by
his warriors, they amused themselves by turning their

enemies and opponents into mockery, by laughing at
their weaknesses, joking on their defects whether
physical or mental, and giving them nicknames in
accordance therewith,—in fact, caricaturing them in
words, or by tellin? stories which were calculated
to excite laughter. 2
This fantastic portrait skirts the edge of that dark and
expansive subject of laughter. It also serves to
introduce a number of ideas which are central to this study.
The first of these is the connection between the grotesque
and the Renaissance notion of deformity as being risible.
We laugh at unnatural or distorted objects, at the ugliness
of what is low. This theory of the risible goes back, of

course, to Aristotle's definition of comedy but seems to

have found its fullest expression in Hobbes, who believed



6
that the laughter of men was a "Sudden glory . . . caused
either by some sudden act of their own, that pleaseth them;
or by the apprehension of some deformed thing in another,
by comparison whereof they suddenly applaud themselves.“13
Secondly, Wright's portrait implies that human laughter,
along with enmity, had its roots in the fall of man—which
recalls another famous statement in Leviathan, that "during
the time men live without a common power to keep them all in
awe, they are in that condition which is called war."l4
Both of these Hobbesian ideas merge in Wright's picture of
the warriors insofar as their joking is a surrogate for
battle.

Therefore, it should come as no surprise that Ruskin
identifies "play" as an integral part of the grotesque.l5
The grotesque does not represent reality; it represents a
caricature or exaggeration of the reality. It could be said
that as an expression of animosity war is itself grotesque
since the animosity appears to be distorted beyond all
reasonable norms. However, to convey that grotesque nature
in a work of art, a sense of exaggeration and of the ludi-
crous must be captured. Ultimately, a certain detachment
from the real subject must exist and this detachment often
takes the form of play or the comic vision. Hence, Chaucer's

Troilus laughs at the Trojan War from the detached position

of the eighth sphere (Troilus and Criseyde, Bk V, 1809-1825).

Much of our aesthetic enjoyment of literature comes
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from perceiving a suitability between subject and form.
The satiric attack is not the only basis for linking the
grotesque with war. In his famous sociological study,

Homo Ludens: The Play Element in Culture, John Huizinga
16

includes a chapter entitled "Play and War." Huizinga
associates play with the "irrational" and emphasizes its
seriousness both in sport and drama.l7 From a detached
distance, or one might say the sidelines, war resembles a
game with its teams, strategies, rules, and-—most import-
ant—winners and losers. A war tends to polarize allied
forces. Battle plans are elaborately researched, practised,
and executed. Wars are officially declared, conducted
according to certain conventions, and concluded by official
treaties. All games involve ritualized behavior (handshakes,
medal ceremonies) and so do wars, but military organizations
seem to be steeped in ritual. There are drills, parades,
salutes, ranks, uniforms and all kinds of structures that
impose a strict order as if armies were dangerous monsters,
which of course they are. There is even a play community
that continues after the game. Regardless of side soldiers
share the bond of their profession, their common sense of
special duty and secret knowledge.

But even if military organizations function according
to a game structure, war itself means the death of thousands,
sometimes millions—many of them completely innocent, and

the immeasurable misery of millions more. This is the fearful
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or terrible side of war. To see war as also being ludicrous
requires more detachment, but here too the argument is not
difficult to construct if one thinks about it. Satirically
speaking, war epitomizes human folly and the baseness of
human life—so much uncontrolled passion, so many killed
before their time. One might again recall Hobbes: "the life

18 How

of man, solitary, poor, nasty, brutish, and short."
incredibly absurd, how utterly foolish are wars when seen

as petty squabbles blown out of all proportion. But abstract
ideals, such as liberty and honor, combine with fear and are
enough to rally men into glorious armies and onwards to
glorious wars—into the valley of death like so many fools.
Of course, in the eyes of those who are personally committed
to the cause, the fools are apt to be considered courageous
herces.

Since this study is genéric in nature, it recognizes
that there are various modes in which a subject may be
treated; although one may be more appropriate than another,
the literary critic must judge each mode according to its
own criteria. We can say, then, that the grotesque contains
the paradoxical elements of the fearful and the ludicrous
and that the interaction between these elements can produce
shadowy guilt or tension-releasing laughter. Furthermore,
the grotesque vision distorts reality by means of a detached
or playful attitude; a distortion which tends toward the

ludicrous side can be referred to as the "comic grotesque."”
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As both a fearful and ludicrous escalation of animosity,
war may be described as grotesque. It also resembles a
game or play structure. Hence, content and form are organ-
ically linked. One of the intentions behind this study is
tc explore a new direction in genre criticism which considers
mode and content in conjunction. This approach attempts to
answer questions which were recently raised by Jeffrey
Beusse about the usefulness of descriptive modes. In his
article, "An Investigation of the Value of Genre Analysis,”
Beusse points to the weakness of not relating, in a signif-
icant way, the subject with the genre in which it is treated:
But what does it [descriptive genre theory] tell us?
That a war novel is about war? That a novel about
war which is true to life and not idealistic is a
realistic war novel, or that if it contains irony,
humor, and ridicule that it is a satiric war novel?
Such descriptive criticism not only makes a point of
the painfully obvious, it also implies that the author
can choose his generic form apart from the contents;
that is, that he might have selected the genre of
idyll for his war story.l
The appropriateness of using the comic grotesque
mode to address the subject of war will become even more
evident as this study progresses. For the moment, it is
enough to cite Willard Farnham's excellent analysis of the
decorative grotesque of the early middle ages to suggest
how the mode is organically connected to the idea of strife.
Farnham locates a "moving spirit" in medieval grotesque

illustrations which "is preoccupied with dramatically

opposed forces in life":


http:story.19

10

It makes the grotesque sensible of, and impels it

to represent, pervasive conflict in nature. The
conflict as represented has its simpler aspects in
brutal conflict between living beings. It shows
subtler aspects . . . when a monster seems to be

the result of a breaking down of normal creatures
and a recombination of parts of them in a form where
the parts mugB be at war with each other in their
incongruity.

Many of the abstract features of the grotesque—
fragmentation, distortion, conflict—are also characteristic
of war.

The grotesque is closely related to satire and irony.
Harpham contends that " [a]mong rhetorical modes, the
grotesque is most congenial to irony, which, rippling up
beneath the surface, undercuts and subverts language

21 Several of the critics on the grotesque have

22

itself."
discussed its connection to satire. Confusion arises

when no distinction is made between literary works and modes
("satiric" or "grotesque" may both describe an entire work

or a specific mode). Definitions also overlap and this can

cause difficulty. In his Dictionary of World Literary

Terms, Joseph Shipley points out that traditional defini-
tions of satire tend to emphasize its "moral or reformative

w23"

function. Satire is an attack on corruption, and the

satirist may see his work as "reformative," as well as
punitive, if he believes that the corruption is corrigible.
On the other hand, he may see it as only punitive if he
means to indict the fallen nature of man.24 This singular

function does not make the satire inferior to the reformative
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type, because it may be an indication of a broader
perspective while the reformative type may be largely
political. 1In addition, the satire itself possesses
merit and purpose simply as a form of art, or as Shipley
goes on to say: "Man may not win, but he must go on fight-

n25> Combat images such as

ing: in the fight is life.
Ffight" and "attack" are standard in definitions of satire
and point to another organic link between the subject of
war and what might be called the satiric grotesque.

Writers of the grotesque often have belligerent attitudes
and feel hostile toward mankind or the general human
condition.

One is tempted to associate the grotesque with
Northrop Frye's concept of satire and irony in his "Theory
of Myths." According to Frye's overlapping categories, the
phases of satire correspond to the initial phases of comedy
while those of irony have affinities with the latter phases

of tragedy.26

Frye calls satire "militant irony" and claims
that two things are essential for it to exist: "one is wit
or humour founded on fantasy or a sense of the grotesque

27 Efforts

or absurd, the other is an object of attack."
to locate what we have called the comic grotesque in any
one of Frye's phases, which often seem to be products of a
relentlessly symmetrical mind, would be meaningless.

Suffice it to say that the grotesque may appear in the

most political satire, that wholly intends to move one to
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action, as well as in the most fatalistic irony, that
only intends to move one to laughter. When Frye says
that "any denunciation, if vigorous enough, is followed
by a reader with the kind of pleasure that soon breaks

28 he is commenting on the aesthetic

into a smile,"
experience of satire or the grotesque as a self-contained
artistic form. Frye even touches on the apparently
primitive and malicious joy which is derived from the
satiric attack: "invective 1is one of the most readable
forms of literary art . . . we like hearing people

29 The significance of this statement becomes

cursed."
more obvious when one considers it in light of Robert

Elliot's The Power of Satire: Magic, Ritual, Art which

traces the genre back to the ancient curse and the belief

30 Parallel to the

that such curses could cause death.
aesthetics of the satiric attack is the seemingly perverse
delight that men take in the spectacle of a physical
battle. How violence draws the human eye and captures
attention becomes a major theme in this study.

The grotesque is surely related to Frye's idea of
the "ironic mode" which, like the mythos of satire and
irony, possesses either a comic or tragic pattern.31
His association of ironic comedy with play especially
brings to mind Ruskin's theory of the "sportive grotesque,"

which we have amended to "comic grotesque":

But the element of play is the barrier that separates



13
art from savagery, and playing at human sacrifice
seems to be an important theme of ironic comedy.
Even in laughter itself some kind of deliverance
from the unpleasant, even the horrible, seems to
be very important. We notice this particularly in
all forms of art in which a large number of auditors
are simultaneously present, as in drama, and still
more obviously, in games.32

Jenning's belief that the ludicrous element of the gro-
tesque serves as a defense mechanism against the threat
posed by the fearful (see p. 4 above) is contained in the
reference to "laughter" as a "deliverance from the un-
pleasant." Humor can be therapeutic and regenerative.
Frye goes on to claim that "cyclical theories of history"

n33 and, as

are "a typical phenomenon of the ironic mode,
we shall see, they also typify how certain writers of the
comic grotesque see war.

Ultimately, it must be said that while Frye's

Anatomy of Criticism can serve as a useful touchstone for

various aspects of the grotesque, any direct association
between Frye's forms and the grotesque should be made
cautiously. One should also remember that Frye's modes,
myths, and genres are pure forms of which no perfect
example exists. Although one form may dominate and char-
acterize a specific literary work, that work is usually a

34 Hence, applying Frye's

complex mixture of various forms.
Anatomy remains an extremely tricky business. Likewise, a
prose work may contain comic grotesque passages but, as a

whole, be part of a completely different generic category.
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The Arcadia is a good example. On the other hand, the
author's comic grotesque vision of war may be only prop-
erly understood by considering the entire work. The
scope of my approach for each selection will be clearly
outlined beforehand.

That Renaissance and eighteenth-century selections
are chosen is a reflection of the continuity of theme and
treatment between these periods, each in its turn demon-—
strating echoes of classical motifs. The use of the comic
grotesque within these periods is itself enormously wide.
Even though my selections are all from prose works, the
basis for this study on the comic grotesque has to do with

"modes of perception" as opposed to "genres of composition

to use Schiller's distinction.35

Therefore, in spite of
the fact that many of the selections happen to fall into
Frye's genre category of "Menippean Satire" (also called
"anatomy") and show a verbal exuberance or "display of

36 no clear

erudition" which characterizes this category,
relationship exists between it and the use of the comic
grotesque in a prose form. Rather than force preconceived
structures on the literature, I will treat each selection
as a unique example of the comic grotesque. Each of the
six chapters deals separately with specific passages or
works of Sidney, Nashe, Burton, Swift, Smollett and Sterne.

Cross references will be made wherever it is deemed most

useful to do so. Introductory comments to Part One
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(Renaissance) and Part Two (eighteenth century) outline
the contemporary attitudes toward war and satire which
related directly to the comic grotesque vision. If there
is a general difference between the comic grotesque of
the Renaissance and that of the eighteenth century, then
it would have to be that the first tends toward a
rhetorical incongruity (fearful aspects of war expressed
in a ludicrous language) while the second favors an
abstract incongruity (fearful aspects of war exposed as
ludicrous). This shift reflects the movement away from
ornate prose and the growth of rational skepticism. The
ultimate intention of this study is to show a new approach
in genre criticism by investigating how one of the most
intriguing artistic modes is used to treat a subject for

which it is particularly suited.
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1 "Grotesque Renaissance," in The Complete Works
of John Ruskin, Vol. III (New York: Byran, Taylor & Com-
pany, 1894), pp. 126-127.

2 See Lee Byron Jennings, The Ludicrous Demon
(Berkeley: University of California Press, 1963), p. 1l7:
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3 Frances k! Barasch, The Grotesque: A Study in
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glee and barbaric delight."

13 Thomas Hobbes, Leviathan, ed. Michael Oakeshott
(Oxford: Basil Blackwell, 1946), p. 36.
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23 Dictionary of World Literary Terms, ed. Joseph
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PART ONE: PRELIMINARIES

Thersites onely would speake all. A most disordered
store

Of words he foolishly pourd out, of which his mind
held more

Than it could manage—anything with which he could
procure

Laughter he never could containe.

Chapman's Homer (Iliad II.181-184)l

There are two Renaissance attitudes toward war
which encouraged its literary treatment in the comic
grotesque mode. The first held that war was a divine
scourge meant to punish man for his sins; the second saw
war as part of an inexorable cycle in the affairs of men:
peace led to plenty, plenty to pride and envy, pride and
envy to war, war to poverty, and poverty back to peace |
again. Paul Jorgensen calls the first "Christian" and

the second "Classical" in Shakespeare's Military World

which contains a good summary of Elizabethan views on war.2
However, there is a version of the so-called "Christian"
view in antiquity as references to Bellona's whip seem to
be common in Roman epics.3 The cyclical view of war,
exactly as it is sketched out above, has been traced back
to the fifteenth century, but it almost certainly comes
from the Roman historians.4 Although one might be in-

.clined to think of it as "Classical," the Bible contains
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> War is a dominant subject through-

its own rendition.
out the 0ld Testament, and perhaps the most explicit
expression of the scourge theory is Isaiah 10:24-26 in
which the Lord outlines how the Assyrians are to be used
as a "rod" against Israel.6

Whatever their origin, the cyclical and scourge
attitudes seemed to co-exist during the Renaissance. In

fact, this very co-existence goes back to St. Augustine's

The City of God—a good example of how classical and
7

Christian learning could be combined. Roy Battenhouse
documents several Renaissance expressions of the scourge

theory including Marlowe's Tamburlaine, Nicholas Breton's

Characters, Gascoigne's "Dulce Bellum Inexpertis," and

Greville's "A Treatie of Warres"; he concludes with the

statement that "Burton is summarizing a well-established
view when he says that war is 'the scourge of God'."8
There is probably an equal amount of Renaissance document-

ation for the cyclical theory. Jorgensen cites it in

Thomas Fenne's Fennes Fruits (1590) and Marston's play

Histrio-Mastix in which allegorical figures follow the

cycle in the manner of a morality play.9 Sir George Clark

devotes a chapter to the cyclical theory in War and Society

in the Seventeenth Century, tracing it back to the Italian

historian Luigi da Porto.lO However, he fails to note

Puttenham's The Arte of English Poesie in which it appears

as an example of "Clymax or the Marching figure" and thus
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11 The scourge theory could be

reflects its popularity.
used as an historical explanation for pagan victories,
but it was no justification for a holy war; the cyclical
theory circumvented theology.

In their pure forms, the theories could be said
to represent opposite views. The scourge implies that by
living a virtuous life one might expect to escape the
ravages of war, while the cycle accepts both war as an
inevitable consequence of human fallibility and peace as
an equally inevitable consequence of the ravage. Of course
this simplifies more complex and knotty issues, but such
a model is appropriate for a discussion of the comic gro-
tesque since the grotesque itself often distorts on the
side of simplification. Generally speaking, Renaissance
thinkers endorsed some combination of the two, which perhaps
accounts for their co-existence, and thereby envisaged a
self-contained cosmological order that allowed for divine
retribution. The scourge and cyclical theories may actually
approach one another depending on how they are interpreted.
For the cyclical theorist, war arises from the sin of pride
or the corruption of luxury and hence war might be seen as
a just punishment. For the scourge proponents who believe
that all men are inherently weak and bound to fall into
sin, the possibility of avoiding God's wrath begins to
disappear. Furthermore, the conguering Tamburlaine or

Attila—military aggression individualized—represents an
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ambiguous evil within the scourge context since he may
constitute both the transgression against divine will or
the chastisement in accordance with divine will. (All
scourge figures, however, eventually fall after they have
served God's purpose.) This paradoxical and ambivalent
structure takes on a greater significance when one looks
at the nature of Renaissance satire—a task which will
put our discussion of the comic grotesque and war in focus.

In The Cankered Muse, Alvin Kernan demonstrates

how the Elizabethan satirist often assumed a "satyxr"
persona which ironically contained the very vices that were
being attacked: ". . . every [Elizabethan] satirist is, or
trigs to be, a raging satyr, a Tamburlaine of vice, an in-
solent swaggerer, the utter foe of vice, just Rhammusia‘'s

12 In terms of the scourge,

whip, the scourge of villiany."
war and satire can be said to serve the same ambiguous
function. They are both intended to punish vice but do so
in a paradoxically vicious way. By its own indulgence in
ambiguity, the comic grotesque is closely related to this
particular kind of satire wherein the satirist is himself
guilty of what he satirizes. In any case, the important
point is that an organic link exists between the rhetoric
of Elizabethan satire as the "Tamburlaine of Vice" and the
scourge theory of war.

Interestingly enough, Tamburlaine's first congquest

in Marlowe's play is by oratory. Showing an uncharacteristic
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concern about being outnumbered, Tamburlaine decides "to
play the orator" and succeeds in luring Theridamas over
to his side.13 Rhetorical dexterity characterizes many
other scourge figures in Elizabethan drama, including
Shakespeare's Richard III and Iago, as well as Milton's

Satan. Tamburlaine the Great may well be the Elizabethan

work which deals most consistently with war in the gro-

tesque mode. Shakespeare's Troilus and Cressida also

merits consideration. The malcontent, Thersites, epito-
mizes that terrible rage against folly which, Kernan
claims, constitutes the rhetoric of Elizabethan satire.
However, since this study is limited to prose fiction,
comments on Tamburlaine and other related dramas will be
kept parenthetical.

For the moment it is enough to say that rhetorical
technique will be the basis of my approach toward three
selections which utilize the comic grotesque in their treat-
ment of war. The selections are the account of Pyrocles's
and Musidorus's defeat of the rebels in Sidney's Arcadia,
the description of the battle of Marignano and the Munster

uprising in Thomas Nashe's The Unfortunate Traveller, and

the tirade against war in Robert Burton's The Anatomy of

Melancholy. None of these selections is taken from the

mainstream of Elizabethan satire, yet the image of the
"raging satyr" does characterize the rhetorical stance

taken by each author—albeit in entirely different ways.
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In the Arcadia, Sidney relates the slaughter of
the rebels by Pyrocles and Musidorus with a sharp and comic
wit. His intention was to use the rebels to satirize the
corruption of the common mob, and so in depicting their
"memorable" slaughter in a facetious way Sidney becomes a
"Tamburlaine of vice." What strikes the reader as gro-
tesque is that euphuistic eloquence seems terribly out of
place when the subject is dismemberment. The narrator of

The Unfortunate Traveller is the picaresque hero, Jack

Wilton, who describes the carnage of battle with the most
jarring and ludicrous similes. Initially nothing seems to
bother Jack. There is even a Rabelaisian vitality in his
language which, like Sidney's comic wit, clashes with the
subject matter. But this may not be so incongruous when
one remembers that the narrator, Jack, is himself a soldier.
Overwhelmed by the evidence of man's folly, Burton uses ex-
cessive amplification and radical examples which tend to
make his Anatomy more hilarious than grave. He too becomes
"a raging satyr" or "utter foe of vice" insofar as he cat-
alogues and derides every despicable act of war that he can
think of. His barrage of illustrations and quotations has
the ironic effect of making the reader giddy instead of
indignant. The common denominator of these passages con-
sists of an incongruity between a humorous kind of rhetoric
and the subject of war.

This incongruity is best described as the comic
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grotesque. The question then becomes one of explaining the
use of the comic grotesque in works which are commonly
given such varied generic labels (Arcadia is usually called

an epic-romance, The Unfortunate Traveller a picaresque

novel, and The Anatomy of Melancholy a Menippean satire).

The answer lies partly in the subservient nature of the
grotesque mode to other genres and partly in a reaction
of the authors to the conventions of the age. In The

Counter—~Renaissance, Hiram Haydn argues that an anti-

intellectualism and anti-scholasticism "originated as a
protest against the basic principles of the classical
renaissance" and that "no characteristic" of this reaction-
ary movement was "stronger than its rejection of the estab-

nld Consequently, writers

lished exaltation of reason.
such as that "competent jobber" Thomas Nashe and even that
Elizabethan courtier, Sir Philip Sidney, reveal "apparent
contradictions" or a "strangely insistent vein of incon-
stancy." This insistent "inconstancy" occurs between the
mind and the flesh, or between classical humanism and
popular culture.15 For example, idealized love clashes
with its opposite—physical passion. Neither the courtly
ccdes nor classical learning represents the end-all values
of life.

Haydn does not mention Burton, but Rosalie Colie,

in her study of how paradoxical structures permeate

Renaissance literature, devotes a whole chapter to the
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"mutual contradictions" of The Anatomy of Melanchoiy_.l6

However, constructing a general "inconstancy" or "paradox"
classification only to accommodate Sidney, Nashe and
Burton is ultimately of little use. Each writer presents
the reader with a different set of rhetorical variables
that calls for its own analysis. Furthermore, all three
seem to be operating under different influences, some
direct others indirect. .

Sidney's version of the comic grotesque has its
roots in the epic tradition. Part of my task will be to
suggest models for various incidents. The identification
of certain epic motifs and rhetorical structures will also
inform my discussion of the eighteenth-century selections.
With Nashe, the opportunity to assess the Rabelaisian use
of language presents itself. In Burton's treatment of war
one finds definite elaborations of Erasmus's writings. A
genre analysis is more complete if specific sources and
traditions can be pointed out. My primary purpose is to
explore how the comic grotesque is used by these writers
only with respect to the subject of war but, in certain
cases, I will propose a means of seeing the comic gro-
tesque within the greater structure of the work.

The loose prose style of Nashe and Burton has been
given various labels: anti-Ciceronian, Senecan, baroque.17
Whatever the label, their dynamic style has generally been

understood as a reaction to the highly ornate and artificial
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prose of Ascham and others. Yet the similarity may go no
further for Nashe's specialty is the jarring simile
whereas Burton tends to indulge in excessive amplification,
or as he himself would describe it—overshooting. In
contrast, Sidney's prose style is closer to the euphuism
of his predecessors insofar as it employs the basic
techniques of antithesis and parallelism. But stylistic
differences aside, all three selections (the slaughter of
the rebels, the description of the battle of Marignano
and the Munster uprising, and the tirade against war) share
one important rhetorical effect, which is to create a
distance between the language and the subject. Nashe's
simileé, Burton's excesses, and Sidney's artifice all call
attention to themselves at the expense of the gravity of
what they are describing—the horrors of war. Consequently,
the reader is distracted from the subject and responds
more to the humorous nature of the form. To go a step
further, this rift may not be altogether deliberate.

Perhaps language is simply inadequate to capture the
horrors of war in their entirety. Both Jack Wilton and
Burton (or Democritus Junior) seem dwarfed by what they
attempt to describe. Unlike the plague, another scourge,18
wars are man-made monsters which are so overwhelmingly
destructive that they mock man's efforts to impose a verbal
order on them. The comic grotesque then becomes the only way

of making any sense out of what is a grotesque situation.
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Although Sidney, Nashe and Burton have already
been associated with either the grotesque or black humor,
these associations have been made in a cursory way or

19 The wvalue and

have passed over the subject of war.
originality of Part One, then, lies in its concentration
on the grotesque passages which deal specifically with
war and their classical motifs. This will serve as an
aid in understanding not only the works from which the
passages are taken but also the continuity of the comic

grotesque mode between the Renaissance and the

eighteenth century.
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CHAPTER ONE:

SIDNEY'S ARCADIA

War in "Arcadia": An Overview

Before one looks at the slaughter of the rebels, it
would be wise to review how Sidney treats the subject of
war elsewhere in Arcadia.l The central military confront-
ation occurs between the forces of Basilius and Cecropia.
It arises when Crecropia abducts the two princesses, Pamela
and Philoclea, in a vain attempt to make her son Amphialus
heir to the throne. The most recent analysis of the
ensuing conflict suggests that Sidney reveals a rather
ambiguous attitude toward war.2 On the one hand, he seems
to glorify single combat; while on the other, he does
not turn away from the "grotesque and pointless accidents
of battle.“3 Our concern is specifically with the latter
attitude. Whatever were Sidney's views on armed conflict,
they should be especially fascinating because Sidney him-
self had a good deal of combat experience and ultimately
died from a wound suffered on the battlefield. Knowing
this makes it more surprising to discover that the treat-
ment of war in Arcadia is rather conventional.

For the most part, war in Arcadia is depicted as

-34-
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a series of individual encounters. This technique belongs
to both the epic and romance traditions. In the epic one
also finds overall battle descriptions which, instead of
providing a realistic account of the action, convey the
unnatural or grotesque proportion of chaos and death.
This epic version of the grotesque reflects Suzanne
Langer's view that the epic being the "oldest [literary]
form was probably that in which all the separate develop-
ments were implicit."4 Anyone acquainted with the Iliad
or the Aeneid would surely agree that the grotesque is part
of the epic tradition, particularly with respect to war.
But while Homer shows an unconscious enjoyment in describing
combat, Virgil was only imitating Homer's battle descrip-—
tions. Neither can be said to have used the grotesque in
a deliberately facetious way, and yet there is a classical
tradition of epic-battle parodies going back to the

Batrachomyomachia (The Battle of the Frogs and Mice) and

Ovid's version of the battle between the Centaurs and

Lapithes (Metamorphoses Book XII). In Ovid Recalled,

L. P. Wilkinson distinguishes between those epic battle
descriptions in which "the grotesque . . . merges into
horror" and those in which it "merges into humour.“5

As far as style is concerned, Sidney follows the straight
epic horror in his overall description and the epic parody
in his account of the slaughter of the rebels.

One characteristic of the epic-battle description6
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is that it attempts to reach beyond the sensibility of
the human world by personifying cosmic elements. For
example, during one of the battles in the Iliad the earth
is said to have "groaned."7 It also "groans" when Turnus
and Aeneas finally meet at the end of the Aeneid.8 This
kind of epic imagery reverberates with the implication
that the tragedy of man's grotesque wars affects the
natural creation itself.

Sidney appears to emulate this technique when he
gives a panoramic view of the first major engagement of
Cecropia's and Basilius's forces. It begins with a "terr-
ible salutation of warlike noyse" and a cosmic reference:

But by this time there had bene a furious meeting of
either side: where after the terrible salutation of
warlike noyse, the shaking of handes was with sharpe
weapons: some launces according to the mettall they
mett, and skill of the guider, did staine themselves
in bloud; some flew up in pieces, as if they would
threaten heaven, because they fayvled on earth.
(T, 387)
0ddly enough, the focus is not on the men but on their
seemingly animated lances. This kind of personification
was known as conformatio according to the sixteenth-
century handbooks on rhetoric.9 The cosmic reference to
heaven and earth is then euphuistically introduced. After

some elaborations on weapons other than the lances, Sidney

concentrates on sound images:
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The clashing of armour, and crushing of staves; the
justling of bodies, the resounding of blowes, was
the first part of that ill-agreeing musicke, which
was beautified with the griselinesse of wounds, the
rising of the dust, the hideous falles, and grones
of the dying. (I, 388)

The first part of the sentence catalogues various battle
sounds. Sidney then punctuates these in the second half
of the sentence with vivid pictures. Everything is gener-
alized: the "wounds," the "dust," the "falles"; and the
sentence felicitiously comes to rest on the most poignant
sound, “the grones of the dying." Paul Jorgensen has
pointed out that music imagery was a standard classical

10

convention in Renaissance battle descriptions, and this

may be behind Sidney's metaphor, "ill-agreeing musicke."
Needless to say the convention could not be more ironic
insofar as music, an archetypal image of harmony, is used
to descr;be something as chaotic as battle noise. The
irony is accentuated by the word "beautified."

Next Sidney turns to the fate of the horses who
are the tragic victims cf man's folly:

The verie horses angrie in their maisters anger,

with love and obedience brought foorth the effects

of hate and resistance, and with minds of servitude,
did as if they affected glorie. Some lay deade under
their dead maisters, whome unknightly wounds had
unjustly punished for a faithful dutie. Some lay uppon
their Lordes by like accidents, and in death had the
honour to be borne by them, whd in life they had borne.
Some having lost their commaunding burthens, ranne
scattered about the field, abashed with the madnesse
of mankinde. (I, 388)
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The natural order has been reversed and so the horses are
"unjustly punished for a faithfull dutie." (This reading
depends on "whome" referring to "some" instead of the
syntactical antecedent "maisters.") Furthermore, they run
wild with "the madnesse of mankinde" which conveys the
idea that man has somehow corrupted the natural world or
committed a transgression against the natural order. The
image of the fallen horse occurs throughout war literature
as a symbol of this transgression. Sidney evokes sympathy
for the creatures by referring to their "love and

obedience," which may remind one of the beginning of The

Defence of Poesie. The Defence opens with Sidney's

amusing anecdote about having been so moved by Jon Pietro
Pugliano's discourse on "what a peerlesse beast the horse
was" that he almost feels as Gulliver does toward the

Houyhnhnms: ". . . if I had not bene a peece of a Logician

before I came to him, I thinke he would have perswaded me

to have wished my selfe a horse."ll

The image of the horse leads into the next part of
the overall description in which the grotesque becomes
more pronounced:

The earth it selfe (woont to be a buriall of men)

was nowe (as it were) buried with men: so was the
face thereof hidden with deade bodies, to whome Death
had come masked in diverse manners. In one place lay
disinherited heades, dispossessed of their naturall
seignories: in an other, whole bodies to see to, but
that their harts wont to be bound all over so close,
were nowe with deadly violence opened: in others,
fowler deaths had ouglily displayed their trayling
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guttes. There lay armes, whose fingers yet mooved,
as if they woulde feele for him that made them
feele: and legges, which contrarie to common nature,
by being discharged of their burthen, were growne
heavier. (I, 388)
A terrible incongruity exists between the formality of
Sidney's language and the absolute blood bath which is
being described. Here we see how well the euphuistic
reversal can express the comic paradox. Instead of bury-
ing men, the earth is buried by men—a kind of ornamental
hyperbole known as dementiens,lz which might remind one
of how the ground is covered with corpses after a day of
fierce fighting in the Iliad (VIII.491, X.199). Every
aspect of the blood bath is essentially "contrarie to
common nature" or an inversion of the norm. Images of
mass death and a mess of anatomical parts prevent any
personal identification and contribute to the lqdicrous
effect. Sidney also uses a rhetorical technique that was
known as coneiliatio, which refers to the gentle express-

13 Heads are "disinherited" or

ion of unpleasant facts.
"dispossessed of their naturall seignories" instead of
simply cut off. Then there is the conventional life~in-
death image of the dismembered limb which still twitches.
In the Aeneid, Pallas amputates Larides's hand but the hand
"seeks its master, and the dying fingers twitch and clutch
again at the sword" (¥X.395-~396). Perhaps the most gro-
tesque and lengthy classical example of this twitching

motif occurs in Lucretius's De Rerum Natura (III.634-669).14
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Sidney's overall description ends with this scattered
pile of dismembered limbs.

There is another and perhaps more important
reason for recalling Sidney's Defence and this has to do
with the idea of "Poesie" as "an Art of Imitation" or "[al
speaking Picture" (III, 9). The battle description cited
above bears a remarkable resemblance to Paolo Uccello's
painting "The Battle of San Romano" (1451-1457 circa)

15 The

which Sidney may have seen in Florence in 1574.
painting actually consists of three panels, and what is
particularly similar to Sidney's description is the emphasis
on horses,which are depicted in places as being under the
strict control of their riders and in other places as being

utterly wild.16

The panels also include piles of mangled
horse and human bodies as well as scattered lances and
helmets. Red flowers can also be seen in the first panel,
and a number of animals (a hare and two deer) fleeing in
the second—perhaps a suggestion of nature's outrage.
Pope-Hennessy's remark on Uccello's mode may even be
transposed to Sidney: "Again and again the artist's will to
realism is mitigated by his all-pervading decorative

sense."l7 Sidney's notion of "Imi<tation,'

as he develops

it in The Defence, involves deriving an aesthetic pleasure

from the form even when the subject is "horrible:

. . » that imitation whereof Poe¢trie is, hath the
most conveniencie  to nature of al other: insomuch
that as Aristotle saith, those things which in
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themselves are horrible, as cruel battailes, un-
natural monsters, are made in poeticall imitation,
delightfull. (I1I, 20)

Hence, Sidney's grotesque battle description not only
contains many epic motifs, but it also accords with his
own theory of poetry—for which the more general term
literature can easily be substituted.l8
It is almost certain that Sidney was following an
epic mode with which he was familiar in a general and per-
haps indirect way. Of course the epic and romance con-
ventions concerning the subject of war are commingled
throughout the Arcadia, and it is sometimes hard to distin-
guish between them. Alan Isler has said that the Elizabeth-
ans, and Sidney in particular, did not distinguish between
"epic" and "romance" but “subsumed" them "under the single,

inevitably vague term ‘'heroic poem'."19

Nevertheless,
regarding influence, one can easily agree with E. M. W.
Tillyard: "Sidney may copy Virgil in the big battle scene
between the forces of Amphialus and Basilius . . . but much
of the fighting and the jousting is in the style of the

n20 If Sidney is indeed copying Virgil,

medieval romances.
then a probable passage is Camilla's cavalry charge against
the Latins in Book XI.597-647. Here one finds the thunder-
ous clashing of troops—"dant sonitu ingenti perfractaque
quadrupedantum [/ pectora pectoribus rumpunt [with mighty

crash, breaking and shattering their chargers, breast

against breast]" (614-615)—and other horrors which are



42
exactly the same as Sidney's: "tum vero et gemitus
morientum et sanguine in alto / armaque corporaque et
permixti caede yirorum / semianimes volvuntur equi [in
truth rose groans of the dying, and deep in blood welter
arms and bodies and horses, wounded unto death, and

21

mingled with slaughtered ridersl" (633-635). Yet in Sir

Philip Sidney as A Literary Craftsman, Kenneth Myrick con-

tends that the battle scenes in Arcadia contain "possible
echoes of the Iliad"” which Sidney had probably read in a
Latin translation since his knowledge of Greek was

limited. 22

While the epic influence on Sidney's battle
scenes was probably general in nature, it is nevertheless
indisputably the source of Sidney's version of the
grotesque.

It is a gross over-simplification to regard the
romance genre as a form of literature in which the subject
of battle is used solely to extol chivalric heroism. One
of the many interpolated stories in Arcadia is an intrigu-
ing variation on the disguise motif which dominates the
work (Pyrocles disguised as Daiphantus and Zelmane;
Zelmane as Daiphantus; Musidorus as Palladius, Dorus and
the Black Knight; Parthenia as the "noble lady" and the
Knight of the Tomb). The story is of two brothers and
valiant knights, Tydeus and Telenor, who fall victim to a

plot hatched by Plexirtus to destroy them. Engaging each

to replace him in a duel, Plexirtus contrives to have the
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brothers unknowingly fight each other (their armor con-
ceals their identity). Pyrocles describes the combat

to Philoclea as "one of the cruellest fights betweene

two Knights, that ever hath adorned the martial storie"
(I, 292). Before recognizing each other, the brothers
are both fatally injured, and as they die they warn the
princes against the folly of believing in an untested
loyalty. Even if the story is not comic, it does comment
on the absurd and senseless nature of rashly taking up
arms against an unknown foe. Plexirtus becomes the be-
guiling Satan who convinces men to go into battle on the
basis of a false sense of love or false sense of loyalty.
The words of Shakespeare's Thersites seem most appropfiate
here: "With too much blood and too little brain . . ."
(Tro.V.i.53). A similar incident occurs early in Arcadia
when Musidorus, as leader of the Helots, enters a battle
against Kalander's forces and unknowingly meets Pyrocleé
whom he almost kills. Again the tone is not comic, but the
situation vibrates with mythic implications. Like the
battle between Tydeus and Telenor, their fight represents
the warring factions in the fallen world of men where
brothers mistake each other for enemies. It is the same
fraternal war that James Joyce symbolizes in the Shem- -

Shaun polarity of Finnegans Wake.

In contrast to this sober theme, Sidney's Arcadia

also contains the hilarious challenge and fight between
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Clinias and Dametas. This is pure comic relief and badly
needed after the long series of heroic encounters. But as
in Shakespeare's famous gravediggers scene, comic relief
can carry serious overtones which inform the greater tragic
issues. The most obvious of such overtones in the meeting
of Clinias and Dametas is simply that they are trying to
kill each other. Both characters are absolute cowards and
represent the opposite of the stock-romance hero. And
even if Sidney's aim was only to exploit the humorous
potential of this cowardice, the situation raises some
interesting questions. If all men were as cowardly as
Clinias and Dametas, would armed conflicts ever occur?
Is not a coward just somebody who is all too aware of his
mortality? More important are the satiric pointé suggested
by how outside influences are responsible for the cowards
engaging in a combat that otherwise would never take place.
Feeling obliged to demonstrate his love for Basilius,
Dametas offers his challenge but only because he is sure
that Clinias will refuse it. Clinias, on the other hand,
only accepts the challenge because he is certain that
Dametas will never appear. When Amphialus forces Clinias
to fulfil his obligation and venture forth, we see that
the cowards have become victims of their own posturing.
Likewise, war itself is often the result of one country
calling another's bluff and the other making good the

threat to maintain a sense of honor. This particular
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absurdity of war is well expressed by Hamlet:
Rightly to be great

Is not to stir without great argument

But greatly to find quarrel in a straw

When honor is at the stake. (Ham. IV.iv.53-56)
The adverb "greatly" reverses the meaning and creates the
ironic thrust,

The actual fight between Dametas and Clinias is
extremely humorous. Both are totally inept at arms and
this keeps them alive. When fortune turns against one,
the other races in for the kill until fear swings the
advantage to the other side. Dametas finally disarms
Clinias and promises to save his life but then decides to
cut his throat because he "never could thinke himselfe
safe, till Clinias were deade" (I, 434). Dametas only
agrees to abide by the "lawe of Arms" and release Clinias
if the Judges "would not suffer him to fight any more" (I,
434). As an outside influence was needed to coerce the
parties into a physical engagement, so it is needed to
separate them. Besides being great comic relief from the
high—-romance combat, which is probably all that Sidney
intended, the meeting of the cowards can be interpreted as
a brilliant allegory on how the postures assumed by warring
factions can lead to a conflict beyond what either faction
anticipated.

If we call the Arcadia a prose romance, then we

must also recognize that it contains more than what we
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refer to as the stock characters and trappings of romance.
As McCoy argues (see notes 2 and 3), Sidney is probably
more ambiguous about heroism and war than he appears at
first glance. This frustrates only the superficial genre
critic; a more sophisticated and flexible approach reveals
that ambiguity is often what makes literature so fascinat-
ing. Falstaff portrays the corrupt practices of recruiting
officers, yet his solilogquy on honor is a double-edged
satire on cowardice and the idealized notions of war.
Straightforward satire can.blend with a more universal kind
of satire and low comedy can mix with high romance or
tragedy. This fluidity of genreé, which seems to be a
charaéteristic of Elizabethan Literature, creates ambiguous
meanings. We know that Falstaff is a coward and that
Pyrocles is a valiant knight, but the coward has something
to say about the emptiness of honor and the knight's valor
may be a little naive.

With this in mind, let us take one final look at
the major war in Arcadia. Following the epic convention,
everything builds toward the climactic encounter of the
arch—heroes, like Hector and Achilles or Turnus and Aeneas.
Up to this point, the epic war consists of several prelim-
inary bouts between secondary heroes who fight for the
secondary honors, and of various rampages by the arch-heroes
themselves who run up impressive records. Love, ironically,

is the great inspiration to slaughter. 1In the epic this
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is usually of a fallen comrade, Achilles's love of Patroc-
lus or Aeneas's love of Pallus. In the romance the love is
usually of a lady. Pyrocles and Musidorus find their
inspirational impetus in Philoclea and Pamela respectively.
But, desperate to win Philoclea's love for himself, Amphia-
lus piles up the most conquests the first day: "But no
sworde payed so large a tribute of soules to the eternall
Kingdome, as that of Amphialus, who . . . did labour to
make valure, strength, hatred, and choller to answere the
proportion of his love, which was infinit" (I, 388).
Amphialus loses much of his inspiration (and even retires
to bed) when he unknowingly kills a woman, Parthenia, and.
fears that Philoclea could no ionger admire him. Parthenia
was of course disguised as the Knight of the Tombe and
hoping to avenge the death of her husband Argalus. Sidney
uses the incident to emphasize the tragedy of war itself
since Amphialus is not entirely at fault.

Finally, we get to the main bouts: Musidorus takes
on Amphialus, who comes out of retirement, and Pyrocles
tangles with Anaxius. Already posturing as the shepherd,
Dorus, Musidorus must assume another disguise and battle
as the Blacke Knight. The first fight, in which "Wrath
and Courage bar[s] the common sense from bringing any
message of their case to the minde" (I, 460), sees Musidor-
us win a slim but incomplete victory (he fails to release

his lady Pamela). Amphialus is a more formidable foe
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than his epic counterparts. Achilles has to chase Hector
around Troy four times before the latter stops to fight
(Iliad XXII.143-214), and Aeneas pursues Turnus around
the Latin fortress five times in one direction and then as
many in the other (Aeneid XII.742-765). In the second
climactic fight, Sidney emphasizes the evenness of the
combatants: Pyrocles and Anaxius:

But like two contrarie tides, either of which are
able to carry worldes of shippes, and men upon them,
with such swiftnes, as nothing seemes able to with-
stand them: yet meeting one another, with mingling
their watrie forces, and strugling together, it is
long to say whether streame gets the victorie: So
betweene these, if Pgllas had bene there, she could
scarcely have tolde, whether she had nurced better
in the feates of armes. The Irish greyhound, against
the English mastiffe; the sworde-fish, against the
whale; the Rhinoceros, against the elephdt, might be
models, & but models of this coObat. (I, 517)
This passage contains more echoes of the Aeneid, especially
when Turnus and Aeneas are compared to two fighting bulls
(XII.716). Virgil also uses cosmic images, such as the sea
or wind, to represent the manner by which a battle sways
back and forth or remains perfectly even (Aeneid XI.624-
628,X.356-361). The effect of associating an evenly match-
ed fight with the opposing forces of nature or the cosmos
is to give the fight a mythic significance. Following

this idea, we may find it appropriate that Sidney's

revised version, or New Arcadia, would happen to end

suddenly at this point leaving the ultimate outcome of

the Pyrocles-Anaxius encounter in permanent suspension.
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Furthermore, the fight cannot be finished by the action

of the 01d Arcadia since the whole captivity and siege

episode is an addition made in the New Arcadia. While

not intentional on Sidney's part, this unresolved combat
lends a final sense of absurdity to the whole conflict,
and according to McCoy, reflects Sidney's ambiguous attit-
ude toward war:

By harsh and satiric contrast, he [Sidney] had clari-
fied the war's basic issues and principles; these

are subsequently obscured by his glorification of
single combat. Still more problematic is the effect
on the work's development. Neither the narrative

nor the battle it seeks to describe advance according
to any systematic, sequential plan. Instead, they
proceed through a series of episodic, disconnected
struggles, eventually culminating in irresolute
stasis. The New Arcadia is not completed, nor is
anything decided by this war, practically or theoret-
ically. Sidney's chivalric equanimity involves him
in profound irresolution.

In a sense, the New Arcadia must be one of the best, truly

unfinished works in all of literature.

From the above discussion, we may make the follow-
ing conclusions about the Arcadia. One, Sidney imitated,
in a general way, epic conventions pertaining to battle
scenes and interfused these imitations with his own euphu-
istic wit. Second, this epic influence is the main source
for Sidney's portrayal of war in the grotesque. Third,
ambiguous opinions on battle, as showing both the heroic
and the absurd actions of men, can be located in Sidney's
assimilation of traditional romance. Fourth, the comic

relief episode involving Dametas and Clinias contains
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serious overtones which counterpoint the heroic attitude
toward war. Finally, a definite sense of the absurd colors
some of the main individual combats and attaches itself to

the unfinished nature of the New Arcadia. All of these

things indicate that the grotesque, however secondary to
the heroic, is a part of the Arcadia as a whole and not

just restricted to the slaughter of the rebels.

The Slaughter of the Rebels

Introduction

The depiction of the peasants being slaughtered for
having taken up arms against Basilius constitutes Sidney's
ultimate achievement in the comic grotesque. There are
two episodes. The first is the initial revolt related in
Book II and felicitously dubbed "five memorable strokes."
The second occurs later when the fleeing Musidorus and
Pamela meet up with the "scummy remnant" of this rebellion

in Book III (part of the unrevised 0ld Arcadia). In both

episodes, Sidney unleashes a devastating attack against the
chaos of democracy.

Critics have already grappled with the seemingly
irreverent use of humor in these episodes. Alan Isler
cites precedents for the comical treatment of civil upris-
ings in Spenser, Chaucer, and Shakespeare: "Sidney's first

concern is to condemn riot; decorum dictated that he treat
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the encounter between nobles and rabble-~in-arms comic-

n24 However, it could be argued that Sidney's humor

ally.
is so savage that it tends to make the reader lock twice

at the nobles. Martin Bergbusch clarifies the subject by
pointing out that the Arcadia does not show "the orthodox
Tudor view that rebellion was never justified" since Pyroc-
les and Musidorus support the uprisings in Laconia, Pontus,
and Phrygia.25 Hence, Bergbusch agrees with the theory
"that Sidney supported the Huguenot attitude that rebellion
against a ruler is justified if that ruler repeatedly
oversteps his constitutional limitations despite warnings

n26 After all, Sidney "enthusiastically

not to do so.
encouraged English support of the rebellious Netherlands
and of the Huguenots in France"; and "after writing his

account of the rebellions in the New Arcadia, he was . . .

a combatant in the war of the Low Countries against Philip

27 The reason for the commoners'

and his Spanish forces."
taking up arms against Basilius is that Basilius was not
fulfilling his responsibilities as a ruler. He withdraws
to the lodges with his family in an attempt to avoid the
prophecy of the oracle and turns the government over:to
Philanax. So although the Arcadians have no justifiable
cause to rebel, as did the Laconians and the Phrygians,
an explanation is given for the rebellion—Basilius's

sheepish retreat.

But critics have yet to analyze how Sidney's
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savage humor operates; nor have they really probed the
epic sources. All we have is Dorothy Connell's connection
between the "five memorable strokes" and Ovid's account of
the battle between the Lapithes and the Centaurs in the

Metamorphoses:

I think that the scene emanates less from Sidney's
aristocratic scorn of the mob than from an artistic
need to represent Civil disorders in a graphic yet
also symbolic way. To do this, Sidney has chosen to
follow Ovid's method in the Metamorphoses (XII.236-
592), where the chaotic battle of the Centaurs and
the Lapithes at the wedding of Pirithous and Hippo-
dame comes to stand for all war, and for the Trojan
War in particular. . . . The intense yet half-comic
cruelty of the blows (in Sidney's scene) matches
closely the Ovidian portrayal of slaughter. . . .

My point is that Sidney was following a literary
not a political convention.?28

I agree with Connell's basic argument that Sidney is

imitating "Ovid's method" in Book XII of the Metamorphoses,

but I do not feel that the Metamorphoses was the only

influence. Ovid's humor, like Sidney's, is obviously
deliberate and therefore different from the grotesque of
Virgil or Homer, yet there is a pool of epic-battle motifs
which links the slaughter of the rebels to the Aeneid and

the Iliad as well as the Metamorphoses.

As a satiric indictment of an unjust rebellion,
the "five memorable strokes" and "scummy remnant" episodes
conform to Sidney's idea of "Laughter" as it is outlined
in his Defence: "Laughter hath onely a scornfull tickling.
. « « Wee laugh at deformed creatures, wherein certainly

wee cannot delight" (III, 40). Making deformity or turpi-
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tudo (the ugly) the basis of the risible goes back to
Cicero's adaptation of Aristotle's theory of comedy.29
John O'Connor contends that the attitude taken by Sidney
toward the "deformed" mob is precisely the same as that

which Thomas Nashe takes toward the Anabaptists in The

Unfortunate Traveller:

What Nashe felt about religious, Sidney felt about
political, innovation. In his Arcadia, Book II,
Chapter 25, a mob of commoners rises up against
Basilius and Sidney describes the fight in a tone
of amused contempt. . . . In terms of chivalric
romance, Sidney's sense of comedy is quite appropriate,
for it is the many-headed mob, as blind and destruc-
tive as Polyghemus, that is the deformed monster of
the episode.30
The question is really whether or not the slaughter of the
rebels contains some "delight" in addition to "Laughter";
in other words, is there something in Sidney's description
which contributes more than a "scornfull tickling"? The
episode as a whole certainly may be said to instruct the
reader on the anarchy or "deformity" of mobs, but does the
slaughter itself "breedeth both delight and laughter" (III,
40)?

As we shall see, the answer is yes, because the
reader can enjoy Sidney's poetic imitation as pure form.
Furthermore, form and content come together for the
slaughter of the rebels is performed by the princes with

an admirable dexterity and described by Sidney with an

admirable wit. In his study, Comic Theory in the Sixteenth

Century, Marvin Herrick claims that admiratio, or
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surprise, was the second component along with deformity
in the Renaissance notion of the risible and that this

combination was made by Madius in his essay De Ridiculis

(1550) :
He [Madius] brought together the theories of Arist-
otle, Plato, Cicero, and Quintilian in the most
detailed treatment of the subject [of the risible]
in the Renaissance. The most significant element
in his theory is his coupling of the classical
turpitudo with admiratio. Madius's "admiration"
is virtually synonymous with the unexpected or sur-
prise. While I can find very little direct evidence
that Madius influenced later writers on the ridic-
ulous, I suspect that he played an important part in
establishing surprize as the most characteristic
feature of the risible.31
Even though Herrick believes that Sidney had never read
Madius (his ideas on this subject could have been derived
from Cicero or Quintilian),32 it is clear that Sidney had
absorbed this turpitudo-admiratio duality and had practised
it in the Arcadia episodes dealing with the slaughter of
the rebels. Furthermore, the risibility created by the
paradoxical relationship between turpitudo, as content
(ugly rebellion), and admiratio, as form (surprising des-
cription), seems to have also been a classical kind of
humor that Wilkinson believes is especially characteristic
of Ovid. Discussing the gruesome battle in the Metamor-
phoses where "grotesqueness merges into humor," Wilkinson
distinguishes between what is "charming" (form) and what

is "funny" (content):

There is a kind of humour that evokes the response
"How charming!" rather than "How funny!" English
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has no good word for describing it, but the Greeks
used xdp.s, recognizing that there is an element of
neatness and grace involved. (y€ioios was used for
what we call "funny.") Most of Ovid's humour_is of
this kind and it pervades the Metamorphoses.

One should immediately recognize the resemblance between
this idea of "neatness and grace" and what Sidney himself
refers to in his Defence as "delightfull" imitation (see
pp. 40-41 above). To sum up, the comic grotesque mode
used by Sidney to describe the slaughter of the rebels is
understandable within the context of the Renaissance

theory of the risible and its classical antecedent.

The "Five Memorable Strokes" and Aftermath

In the first episode, the rebels overtake Zelmane,
Gynecia and Philoclea before the threesome can take refuge
in the lodge. From the very beginning, Sidney emphasizes
that this "unruly sort of clownes, and other rebels" is an
out-of-control mob:

. « o which like a violent floud, were caried, they
themselves knewe not whether, But assoone as they
came within perfect discerning these ladies, like
enraged beastes, without respect of their estates,
or pitie of their sexe, they began to runne against
them, as right villaines, thinking abilitie to doo
hurt, to be a great advancement: yet so many as they
were, sO many almost were their mindes, all knitte
together onely in madnes. Some cried, Take; some,
Xill; some, Save: but even they that cried save, ran
for companie with them that meant to kill. Everie
one commaunded, none obeyed, he onely seemed chief
Captain, that was most ragefull. (r, 311)

Obviously the aristocratic Sidney did not think much of
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the masses, yet this unfavorable view is probably more the
rule in Elizabethan thinking than the exception. The
anarchy stems from the fact that the rebels have no leader
and no common goal. The degree of madness is directly
proportional to their number, for the greater the number
the greater the diversity of will or faction. Their behav-
ior is bestial and senseless insofar as it is violence
without any rational basis. Hence, the rebels are "vill-
aines" who turn against the natural order and erroneously
believe that their "abilitie to doo hurt" is "a great
achievement." This last paradox is the paradox of war
itself whenever the end (liberty, equality, justice) is
méasured‘solely in terms of the means (number of people
killed{ towns destroyed, area occupied).

Basilius and Musidorus come to aid Pyrocles (dis-
guised as the Amazon Zelmane) fight off the mob. Musidorus
is said to have "made armes & legs goe complaine to the
earth, how evill their masters had kept them" (I, 312).

The personification of amputated limbs has the ludicrous
effect of deflecting the guilt associated with the dismem-
berment back onto the rebels themselves. Once again we see
how conciliatio (gentle expression of unpleasant facts) can
contribute to the comic grotesque. The threesome then
retreats, but Sidney stresses that this action is not due
to any lack of valor: "Yet the multitude still growing,

and the verie killing wearying them (fearing, lest in long
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fight they should be conquered with coquering) they drew
back toward the lodge" (I, 312). One undeniable tendency
of the comic grotesque is to focus on the absurd irony.
Here the slaughtering dexterity of the princes is pictured
as a very threat to their safety.

So the princes draw back, but in another euphu-
istic reversal "their terror went forwarde: like a valiant
mastiffe, whom his master pulles back by the tail from the
beare (with whom he hath alreadie interchanged a hatefull
imbracement) though his pace be backwarde, his gesture is
foreward" (I, 312). Sidney's simile captures the essence
of the action but seems somewhat inappropriate insofar as
the princes, like the mob, take on bestial connotations.
However, as a brute, physical connfrontation, the scene
contains a definite primitiveness that may well be best
expressed through animal similes. Such imagery is used
effectively in the Iliad. 1In one extended simile, Mene-
laus strips the armor from Euphorbus as fiercely as a
"lion" would feast upon a "heifer" and keeps the rest of
the Trojans, or "hounds," at bay with his terrible demeanor
(XVII.62-69). During his rampage, Achilles is compared,
in a positive manner, to both a "pard" (XXI.573) and a
"falcon" (XXII.139). Despite the fact that these compari-
sons are not meant to be derogatory, the implication
remains the same—war brings out the bestial quality in

mane.
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The five individual slayings or "memorable strokes"
which follow the retreat make up the main part of the
comic grotesque in the episode. They all combine some
kind of ludicrous circumstance or witty expression with a
most gruesome form of death. Certain situations and
anatomical details can be traced to the epic. First,
there is "a dapper fellowe, a taylor" who draws close to
Pyrocles until Basilius, "with a side blow, strake off
his nose":
He (being a suiter to a seimsters daughter, and
therfore not a little grieved for such a disgrace)
stouped downe, because he had hard, that if it were
fresh put to, it would cleave on againe. But as his
hand was on the grounde to bring his nose to his
head, Zelmane with a blow, sent his head to his nose.
(I, 312)
Sidney is clearly having fun. His euphuistic skill matches
the adroit swordsmanship displayed by the princes (satire
fantastically—and appropriately—projected as physically
cutting the enemy to pieces). Details, of course, sharpen
the joke. The tailor's concern for appearances becomes
hilarious when he loses his nose, and the hilarity
increases when his attempt to recover the nose results in
his decapitation. Sidney adds to the humor with each
additional circumstance.
The second victim is a butcher, and here we meet

the soldier-as-rhetorician motif:

That saw a butcher, a butcherlie chuffe indeed (who
that day was sworn brother to him in a cup of wine)
& lifted up a great leaver, calling Zelmane all the
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vile names of a butcherly eloquence. But she (let-
ting slippe the blow of the leaver) hitte him so
surely on the side of his face, that she lefte noth-
ing but the nether jawe,where the tongue still wagged,
as willing to say more, if his masters remébrance had
served. (I, 312)

A verbal attack is no substitute for a physical one, and
yvet the two are closely associated. Nothing is more
common in the Iliad and the Aeneid than taunts and goad-
ing words before actual combat, unless it be the spurning
speeches of the victors which follow. Epic warriors them-
selves continually remind each other that war is physical
combat and not just rhetorical repartee, as Menoetius
reprimands the boastful Meriones: ". . . it beseemth not
in any wise to multiply words, but to fight" (Iliad XVI.
631). Likewise, Aeneas concludes his long answer to
Achilles by comparing the two of them to "women, that when
they have waxed wroth in soul-devouring sérife go forth
into the midst of the street and wrangle one against the
other with words true and false" (Iliad XX.251-255). It
is safer to vaunt after the enemy has been dispatched to
avoid inspiring him unnecessarily. Patrocles, for example,
mocks Cebriones's diving style after smashing his head with
a stone and flipping him out of the chariot (Iliad XVI.
744—750).34 But with the enemy dead, one does not have
the satisfaction of seeing one's insult strike home.

Furthermore, even if one boasts over a fallen foe, one

still risks incurring the wrath of a comrade-in-arms which
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is what happens to Patrocles. At any rate, the boaster
often ends up like Sidney's butcher or Pharus in the
Aeneid—with a spear in the mouth: "Lo! as Pharus flings
forth idle words, he [Aeneas] launches his javelin and
plants it in his bawling mouth" (X.322-323).

The third memorable stroke is dealt to a "half
dronke" miller and provides us with a good example of
symmetrical skewering:

. « . the nimblenes of the wine caried his head so
fast, that it made it over-runne his feet, so that
he fell withall, just betwene the legs of Dorus:
who setting his foote on his neck (though he offered
two milche kine, and four fatte hogs for his 1life)
thrust his sword quite through, from one eare to the
other; which toke it very unkindlie, to feele such
newes before they heard of them, in stead of hearing,
to be put to such feeling., (I, 312-313)
This kind of ear to ear neck-slashing or temple to temple
skull piercing is an art practised in the Iliad, the
Aeneid, and the Metamorphoses (see Iliad IV.501-504, XX.

472-474; Aeneid IX.418-419; and Meta. XIT.335).°° Here

again Sidney engages in euphuistic word-play as the ears
feel before they have a chance to hear. The miller's
attempt to buy his life is reminiscent of Adrastus who does
some fast talking and convinces Menelaus that he could be
exchanged for a substantial ransom. Unfortunately, for

the Trojan, Agamemnon happens along and succeeds in per-
suading Menelaus to reject such offers and show no mercy
(see Iliad VI.45-65). Similarly, Musidorus leaves the

"miller to vomit his soul out in wine and bloud" (I, 313).
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Drunkenness, as we shall see, is the main reason for the
uprising in Arcadia, just as it is the main cause of the

Lapithae-Centaur war in the Metamorphoses. Excessive

animosity, like excessive wine, inflames the blood and
leads to mad behavior. The miller's death resembles that
of Eurytus, who spouts "forth gouts of blood along with
brains and wine" (Meta. XII.238-239), and that of Rhoetus,
who "belches forth his red life, and dying casts up wine
mixed with blood" (Aeneid IX.349-350). Sidney seems to
push these epic motifs, which are already steeped in the
grotesque, further toward the ludicrous.

The fourth memorable stroke, also performed by
Musidorus, appears to slice one of the rebels in half:
". . . his two-hand sword strake of another quite by the
waste, who the night before had dreamed he was growen a
couple, and (interpreting it he should be maried)'had
bragd of his dreame that morning among his neighbours"
(I, 313). The act of bragging dooms him as it does all
braggarts whose tongues are too loose for their own good.

The last three memorable strokes gracefully flow
together in what becomes a ballet of slaughter. Immedi-
ately after stabbing the miller, Dorus kills the braggart
and this act sets up the last stroke which is an interest-
ing comment on the grotesque itself. Dorus's last victim
is a "poore painter"” who is present to obtain some first-

hand experience for his picture of the battle "betweene
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the Centaurs and Lapithes" and therefore "very desirous
to see some notable wounds, to be able the more lively
to express them" (I, 313). The situation poses a peculiar
paradox. On one hand, the scene is so dangerous and gory
that nobody in his right mind would want to get near it.
On the other, the artist who strives to reproduce such a
scene with the benefit of direct impression must get near
the action. What is death and injury to the participant
feeds the imagination of the painter: ". . . the foolish
felow was even delighted to see the effects of blowes”
(I, 313). Perhaps his holding of a "pike" makes him fair
game, but twice we are told that he is standing still—
amazed at the stroke which cuts the braggart in half—when
Dorus " (with a turne of his sword) strake of both his
hands" (I, 313). Hence, "the painter returned, well skilled
in wounds, but with never a hand to performe his skill"
(I, 313). If the painter is really a threat, why does not
Dorus kill him outright? Sidney makes the flippant amput-
ation sound like a deliberate act to frustrate the artist's
raison d'étre. Of course one could argue that Dorus was
unaware of the "pike" holder's identity and hence showed
mercy in not slaying him, but this is pedantic. That the
artist is a painter may be related to Sidney's idea of
"Poesie" as a "speaking Picture" (III, 9). The important
point, however, seems to be that the last memorable stroke

mocks man's grotesque fascination with the spectacle of
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battle.

Sidney may have been influenced by how Virgil caps
Turnus's rampage of slaughter in the Trofan camp by having
him kill Cretheus the poet (see Aeneid IX.775-777). Turn-
us has obviously gotten a little carried away here, and
Virgil can easily identify with Cretheus as an epic poet
whose duty it is to record these monumental battles. As
the accomplished soldier, however, Sidney does not ident-
ify with the artist in the thick of combat which is a
dangerous place for an artist—unless, like Sidney, he
can fight too. While similar, the situations are by no
means exactly the same. Virgil's Cretheus is in the Trojan
camp presumably minding his own business when the battle-
mad Turnus slays him. Sidney's awe-struck painter, on
the other hand, is as unnatural on the battlefield as the
mob itself is in the uprising against Basilius. When the
painter's hands are cut off, his thwarted purpose merges
with that of the rebellion for as the rebellion cannot
succeed because of its madness so he cannot paint because
of his foolish behavior.

The memorable strokes are like a fantasy in the
mind's eye wherein one plays out an ideally performed
slaughter, because even slaughter—when it is necessary—
should be done gracefully. Therefore, the aesthetic
pleasure derived from the episode could largely be termed

choreographic. One moment leads smoothly into the next
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and forms an admirable series of action. Since the scene
is so horrible, however, it constitutes an excellent
example of the comic grotesque—one in which actual war
(content) metaphorically represents the satiric attack
(form).

Dorothy Connell uses the reference to the battle
"betweene the (Centaures and Lapithes" as a means of link-
ing Sidney's five memorable strokes directly to Ovid's
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Metamorphoses. There are even more striking parallels

which Connell does not mention. First, as the Centaur-
Lapithae battle erupts out of drunkenness at a wedding, so
the rebellion in Arcadia erupts out of drunkenness at a
feast celebrating Basilius's birthday. The irony in this
pattern is a éomment on the paradoxical nature of human
affairs. The second parallel is that the focus of the
battle is on the dexterity of one side over the other,

the Lapithes over the Centaurs or the princes over the
rebels. Finally, as Zelmane, the man disguised as an
Amazon, achieves a victory over the rebels so Ceny, the
woman metamorphosed into an immortal man, inspires the
Lapithes against their foes. Sidney's comic grotesque is
closer to the humor which Ovid displays in his battle
scene than it is to the more terrible grotesque in the
Iliad and Aeneid, but there are, as shown, definite echoes
of the latter pair in Arcadia. It should also be added

that Sidney does not adopt Ovid's most common motif—the
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nailing of a limb or body to some other object. Petraeus,
for example, gets "pinned" to a tree (Meta. XII.387).
Dorylas's hand is likewise fixed to his forehead (Meta.
XII.387), and Hodites's tongue joined to "his chin and his
chin to his throat" (Meta. XII.458). If Sidney was imita-

ting the style of Book XII of Ovid's Metamorphoses, then he

still improvised on general epic motifs in his subject
matter.

Despite the five memorable strokes the princes
cannot physically defeat the mob which is growing faster
than they are reducing it. Sidney euphuistically repeats
the more-the-crazier theme: ". . . the number of those
villaines still encreasing, and their madnesse still
encreasing with their number" (I, 313). Pyrocles decides

to try and appease them with words and, in his female
disguise, manages to get an audience when a farmer cries to
the rest of the mob, "what will all the maides in our

towne say, if so many tall men shall be afraide to heare

a faire wench?" (I, 314). Pyrocles then asks the mob to
choose a spokesman to relate their grievances. At this
point, the fragmentation and rebellion theme becomes inter-
nalized for the rebels cannot agree on the exact nature
of their grievances and soon begin fighting among them-
selves: ". . . their united rage was now growne, not only
to a dividing, but to a crossing one of another" (I, 315).

Without a leader to direct their anger, the uprising falls
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victim to its own spirit of dissent. For Sidney, there is
no such thing as democratic consensus, only democratic
anarchy: "At length they fel to direct contrarieties. . . .
no confusion was greater then of particular mens likings
and dislikings" (I, 315).

The rebellion in Arcadia first arises because
Basilius has relinquished his responsibilities as leader.
However, its downfall is owing to the same reason—nobody
emerges to take control. The subject of civil war as being
the natural condition of a leaderless state was certainly
in the air toward the end of Elizabeth's reign as Shakes-
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peare's history plays attest. Jack Cade's rebellion

(2 Henry VI, IV) in particular resembles that of the common-

ers in Arcadia—a mob of peasants is comically portrayed

as attempting to overthrow the aristocratic seat of govern-
‘ment. There is one impoftant difference and that is the
leadership of Jack Cade. Still, both civil uprisings are
curbed by a call for unity to face the nation's true foreign
enemy. Clifford reminds Cade's followers that France is
their real foe: "To France to France, and get what you have
lost; / Spare England for it is your native coast" (2 Henry
VI, IV.viii.51-52). Pyrocles takes the same tack with the
Arcadian rebels: "In this quiet harmles lodge are harbourd
no Argians your ancient enemies, nor Laconians your now
feared neighbours. . . . Here lodge none, but such as

either you have great cause to love, or no cause to hate"
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(I, 316). Nothing reconciles differences as quickly as
the threat of a common enemy—another wonderful paradox.
It was generally believed in Elizabethan England that the
best way to diffuse civil unrest was to conduct a foreign
war. Francis Bacon expresses the idea very aptly with the
body politic metaphor:

No body can be healthful without exercise, neither

natural body nor politic; and certainly to a kingdom

or estate a just or honourable war is the true

exercise. A civil war indeed is like the heat of

a fever; but a foreign war is like the heat of exer-

cise, and serveth to keep the body in health; for in

a slothful peace_both courages will effeminate and

manners corrupt.
This philosophy explicitly accepts strife as a part of
human affairs. The ideal is not a fantastic plan that
aims for world peace but a pragmatic scheme that allows
for man's inherent corruption. One might remember that
More's utopian plan to thwart war (by offering rewards
to the enemy for assassinating its own leaders) bases
itself on the premise that "so easily do bribes incite
1039

men to commit every kind of crime.

Like Clifford in 2 Henry VI, Pyrocles uses his

rhetorical skill to win over a fickle mob and so "divers

of them with much jollity growne to be his [Basilius's]
guard, that but litle before met to be his murderers" (I,
319). The truly substantial heroes and villians are always
dexterous with words. When Pyrocles turns the mob, the

cowardly but deceptive Clinias makes his move by shouting
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his support for Basilius: "O unhappie men, more madde then
the Giants that would have plucked Jupiter out of heaven,
how long shal this rage continue?" (I, 320). The allusion
to the rebellion of the Giants might be ironic insofar as
Jupiter himself had previously usurped Saturn, yet the
parallel between the madness of the mob and the Giants as
grotesque creatures suggests a straightforward reading.

All human actions—right or wrong, sane or crazy—-can be
supported by classical allusions and every good rhetori-
cian makes use of them.

Still rhetoric is a poor shield against the sword
as the farmer then demonstrates. So surprised at Clinias's
about-face he strikes the beguiling oppértunist, and the
blow sparks an outburst of fighting within the mob. What
was only verbal dissension explodes into physical violence.
As nothing binds two sides together as well as the threat of
a common enemy, nothing breaks the force of a particular
side as much as inner conflict. The farmer delivers his
blow and immediately "no hand was idle, ech one killing him
that was next, for feare he should do as much to him" (I,
320). Fear produces random killing because the mob is
completely undisciplined.

Sidney associates the chaos of the outburst with
democracy itself. Since there is no orderly division
between the pro-Basilius and anti-Basilius factions, every

man has reason to worry about those around him: "For being
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divided in minds & not divided in cOpanies, they that would
yeeld to Basilius were intermingled with the that would not
yeeld" (I, 320). Hence, freedom of choice simply means
that the social order disintegrates and nobody can trust
his neighbour. The rebels consequently kill members of
their own faction: "And many times it fel out that they
killed them that were of their owne faction, anger whet-
ting, and doubt hastening their fingers" (I, 321). Sidney
points the reader to another paradox by indicating that
the spirit of rebellion only cultivates a self-defeating
counter-revolutionary desire: "None was sooner killed the€
those that had bene leaders in the disobedienée: who by
being so, had taught them, that they did leade disobed-
iéce to the same leaders" (I, 320-321). Finally, the
princes emerge from the lodge to muster together the pro-
Basilius members. Commoners, it seems, have no power to
organize themselves but depend on their social superiors.
In what might be called a "last memorable stroke," Pyrocles
slays the farmer whom he had previously moved with his
beautiful disguise: "Zel-mane [Pyrocles] striking the
farmer to the hart with her sworde, as before she had done
with her eyes" (I, 321). This is a physical acting out
of one of the most common Petrarchan conceits—<Cupid's
arrow. The anti-Basilius group then flees "to certaine
woods upon the frontiers" (I, 321), and the battle comes

to an end.
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After the battle, Clinias informs Basilius of how
the uprising started, and the reader is given more reasons
why it is related in the comic grotesque. Once again the
paradoxical nature of the situation is stressed. Gathered
to celebrate Basilius's birthday, the people become drunk
and begin to express their dissatisfaction with his rule.
As mentioned, this resembles the drunkenness of the Cent-
aurs at the marriage of Pirithous and Hippodame, which
leads to the Centaur-Lapithae battle. Isler is correct in
identifying a saturnalian element in the rebellion:
There is an element of the Saturnalia about Sidney's
description of riot, and indeed whenever we find
references to the untuning of degree's string in the
literature of the Renaissance, whether soberly or
comically treated, we have a picture of "the world
turned upside-~down," the sine qua non of such festi-
vals as the medieval Boy Bishop and thiotraditional
holidays of May Day and Winter Revels.
The slaughter of the rebels in Arcadia shares the same

festive mood that marks Friar John's rampage against the

insurgents in Book I of Rabelais's Gargantua and Pantagruel

(Chapter 27). Of course, there is also a strong satiric
element in Sidney's episode. According to Neil Rhodes, the
Elizabethan grotesque constantly moves between the
"polarities of satire and saturnalia."4l
Sidney combines his material masterfully. The
physical drunkenness of Basilius's revelers-turned-rebels

reflects the intoxicating effect of rhetoric and abstract

ideals: ". . . they had the name of glorious liberty with
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them. These words being spoké& (like a furious storme)
presently caried away their wel inclined braines" (I, 323).
The rebellion is as unnatural as democracy itself was to
Sidney and many other Elizabethans. A general confusion
of individual voices swells into a rioting mob, which
Sidney means the reader to see as the very opposite of
‘'what an army should be:

So generall grewe this madnes among them, there
needed no drumme, where each man cried, each spake
to other that spake as fast to him, and the disagree-
ing sounds of so many voices, was the chiefe token
of their unmeete agreement. (I, 323)
The drum, as Jorgensen points out, is a standard image
which represents the singlé or united order of an army.42
Since the rebels have no such order of purpose, "there
needed no drumme." Instead, their many contradictory
voices aptly express the anarchistic nature of their move-
ment. In contrast, Sidney's own aureate diction and sense
of euphuistic balance—here put in the mouth of Clinias—
ironically describes the origin of all this chaos with
perfect control:
Thus was their banquette turned to a battaile, their
winie mirthes to bloudie rages, and the happie pray-
ers for your [Basilius's] life, to monstrous threat-
ning of your estate; the solemnizing your birth-day,
tended to have been the cause of your funerals.
(T, 323)
As a cunning rhetorician, Clinias does not surprise us

with his eloquence, yet it should be noted that in the

0ld Arcadia this exact speech was part of the general
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narrative (see OA, 128). C(Clinias goes on to describe how
the rebels quickly grabbed whatever they could use as
weapons. The oddity of some of their choices reflects
the unnatural character of the mob itself:

. . . they never weyed how to arme théselves, but
tooke up every thing for a weapon, that furie offered
to their handes. Many swordes, pikes, and billes
there were: others tooke pitchforkes and rakes,
converting husbandrie to souldierie: some caught hold
of spittes (thinges serviceable for life) to be the
instruments of death. And there was some such one,
who held the same pot wherein he drank to your health,
to use it (as he could) to your mischiefe. (I, 323)
In this upside-down picture, common tools associated with
life are convolutedly employed to inflict death. The utter
absurdity of using a pot as a weapon epitomizes the mad
and unnatural action of the peasants. It also helps
explain why the "five memorable strokes" could be so easy.
This passage anticipates Thomas Nashe's description of

the ill-equipped Anabaptists ready to wage war in The

Unfortunate Traveller. Those who have no business taking

up arms can only do so improperly.

We might end our discussion of the first episode by
pointing to the ominous fact that after Clinias ends his
history, "Basilius, that was not the sharpest pearcer into
masked minds, toke a liking to him" (I, 324). Even though
the rebellion against Basilius fizzles out, Clinias—who
first started spreading the rebellious sentiments among the
Arcadians (see I, 324)—succeeds in duping the King. Hence,

the princes have honorably defended an empty principle, the
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royal crown and throne, and nothing else. For the King—
shrinking from his responsibilities, in love with a man
disguised as an Amazon, and befriended by the instigator
of a riot which threatened to kill him—seems to be little

more than an idiot.

The "Scummy Remnant"

As we have seen, the anti-Basilius faction of the
rebels flees "to certaine woods upon the frontiers" (I,
312). Nothing is heard of them until Musidorus and Pamela
attempt to escape from Arcadia in Book III. The couple
stops to rest under some pine trees where they exchange
love songs. Pamela falls asleep and Musidorus, "over-
mastered with the fury of delight" (OA, 202), is just
about to fape the princess when he is suddenly interrupted
by "a dozen clownish villains, armed with divers sorts of
weapons”" (OA, 202). Sidney makes it clear that the inter-
ruption by the "villains" is Musidorus's "just punishment"
(OA, 202). In this sense, they actually serve as a scourge.
But the scene breaks off here as Sidney suddenly goes back
to relate the hilarious scheme that Pyrocles concocts to
fool Dametas and his family to gain an uninterrupted
audience with Philoclea.

It might be noted that in the Countess of Pem-

broke's 1593 version of the Arcadia Musidorus's attempted
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rape is deleted and hence the "just punishment" is also
altered.43 In this version, the villains are said to be
"guided by the everlasting Justice, using themselves to
bee punishers of theyr faultes, and making theyr owne
actions the beginning of their chastizements.“44 One
might dismiss this as an outright corruption of Sidney's
original, but the Countess was merely relocating a self-
contained form of retribution that Sidney had used with
reference to Dametas: "The everlasting justice (using
ourselves to be the punishers of our faults, and making
our own actions the beginning of our chastisements . . ."
(0A, 265). This self-contained system may be seen. in the
general state of man in the sense that human fault or evil
is its own punishment. The pattern also accords with the
Renaissance idea of war as a divinely directed yet humanly
inflicted scourge.

When Sidney returns to the couple and clownish
villains a good deal later in Book IV, he identifies the
latter as that "scummy remnant" of the rebels "whose naughty
minds could not trust so much to the goodness of their
prince . . ." (OA, 306). Sidney says that they "were guided
by the everlasting justice to be chastisers of Musidorus's
broken vow" (OA, 307). Hence one can see how the Countess
simply replaced this passage with the one pertaining to

Dametas (quoted in the previous paragraph).

The rebels move in to attack but, sensible of
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Musidorus's prowess, they resemble "bad curs rather bark-
ing then closing" (0A, 307). Instead of engaging Musidorus
in hand-to-hand combat, they choose the safer method of
attack by "throwing darts and stones" (OA, 307). This
bombardment precipitates the next phase of the conflict.
Frantic that some "darts and stones" have landed near and
even touched his lady, Musidorus must go from defense to
offense and charge forth. The rebels "like so many swine
when a hardy mastiff sets upon them [,] dispersed them-
selves" (OA, 308). As we have seen (p. 57 above), this
kind of animal comparison is an epic convention. Musi-
dorus's charge is reminiscent of that by Automedon, who
scatters the Trojans "as a vulture on a floqk of geese"
(Iliad XVII.460). While Automedon cannot catch any Trojans,
Musidorus succeeds in performing three more memorable
strokes.
The first of these uses of life-in-death image
that is more comic than the twitching limbs which we
encountered in the general battle description:
. « . the first he overtook as he ran away, carrying
his head as far before him as those manner of run-
nings are wont to do, with one blow strake it so
clean off that, it falling betwixt the hands, and
the body falling upon it, it made a show as though
the fellow had had great haste to gather up his head
again. (OA, 308)

This description is similar to Archelochus's death in the

Iliad:

Him the spear smote at the joining of head and neck
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on the topmost joint of the spine, and it shore off
both the sinews. And far sooner did his head and
mouth and nose reach the earth as he fell, than his
legs and knees. (XIV.465-468)

Elsewhere in the Iliad, Diomedes and Odysseus capture the
spying Dolon who loquaciously tells them all that he knows
about the Trojan plans in hope that he will be spared.

But Diomedes "smote him full upon the neck, and shore off
both sinews, and even while he was yet speaking his head
was mingled with the dust" (X.455-456). In the grotesque,
the normal distinctions between life and death break down.

Before proceeding any further, we must consider the

validity of locating epic motifs in the 0ld Arcadia. If

Sidney only used epic conventions in his revision, then

it is pointless to argue that the 0ld Arcadia contains

epic influences. In the final analysis, however, this
question of influence cannot be determined with any defini-
tiveness (especially with respect to the slaughter of the
rebels). All that can be said for sure is that the
facetious humor which Sidney used to describe how Musidorus
dispatches the three members of the scummy remnant is
exactly the same as that which he uses in the five memor-

able strokes of the New Arcadia. Because the 0l1ld Arcadia

lacks the five memorable strokes in the initial revolt
(see OA, 126-132), it is clear that in revising Sidney
extended the comic grotesque mode of the second episode to

the first. In other words, Sidney composed the three
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scummy remnant portraits before the five memorable strokes.

As Connell suggests, Book XII of Ovid's Metamorphoses

may have prompted Sidney to relate the slaughter of the
rebels comically, but if so then this influence was

present in the 0ld Arcadia and developed further in the

New Arcadia.

Musidorus treats the second of the scummy remnant
much like he did the painter in the first battle:
Another, the speed he made to run for the best game
bare him full butt against a tree, so that tumbling
back with a bruised face and a dreadful expectation,
Musidorus was straight upon him, and parting with
his sword one of his legs from him, left him to make

a roaring lamentation that his mortar-treading was
marred for ever. (oA, 308)

"[M]ortar-treading," instead of simply "walking," is
another good example of conciliatio (see p. 39 above).
The amputation seems as unnecessary here as it was with
the painter, which makes it all the more beastly.
The last portrait reveals an even greater ruthless-
ness on the part of Musidorus:
A third, finding his feet too slow as well as his
hands too weak, suddenly turned back, beginning to
open his lips for mercy, but before he had well
entered a rudely compiled oration, Musidorus's
blade was come betwixt his jaws into his throat;
and so the poor man rested there for ever with a
very ill mouthful of an answer. (oA, 308)
It is standard to see mercy-seekers similarly answered in
the Iliad and the Aenei§.45 Inflamed with animosity,

battle-mad combatants are most pitiless. Rhetorical

appeals for compassion are met with quick and final
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responses with the sword.

Despite his fierce and successful rampage, Musi-
dorus must ultimately surrender to the rebels. Nothing
could better illustrate the maxim that one may win the
battle but lose the war. Going on offense dooms the
prince because it means abandoning his lady. While
Musidorus was chasing down his victims, some of the rebels
had sense enough to double back and take Pamela hostage.
Threatening to kill her if Musidorus does not surrender,
the rebels turn the situation around and emerge victors.
What Musidorus should realize is what John Danby, in Poets

on Fortune's Hill, claims is the chief lesson ultimately

taught to the princes by the princesses—that the virtue
of patience is preferable to physical aggression.46
Musidorus loses to the rebels because he becomes too
involved in destroying them. Sidney's scene suggests that
there is a fine line between protecting one's love object
and trying to annihilate anything which threatens the love
object. Musidorus must still learn to control his passion,
and so Sidney uses the scummy remnant attack as a scourge
for the attempted rape.

After defeating the prince, however, the rebels fall
into a great argument about what to do with their captives.
Once more we are served Sidney's views of democracy.

According to Sidney, if every man has an equal say then

there can be no agreement. As fallen creatures, men are
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bound to see the world differently and to clash as a result
of this fragmentation, especially if they are of the lower
sort like the rebels. Hence, the real deformity or ugli-
ness about the mob is its lack of degree. If all are equal
then there is no rank, no hierarachy, no order. Ulysses's
famous speech on the fault of the Greek war effort in

Troilus and Cressida sounds the same theme (Tro. I.iii.

75-137). For things to run in a correct manner, and
ironically this includes wars and rebellions, every man
must know his proper place within the greater structure.

Sidney's mob sways toward simple pillage rather
than murder but the rebel, whose "mortar-treading" was
permanently impaired, crawls over and demands blood revenge.
The mob then decides to put Musidorus to death, yet
dissension again breaks out as they try to determine the
means of execution. This chronic paralysis of indecision
is exaggerated to ridiculous lengths. As the rebellious
spirit of the initial uprising became self-defeating, so
the rage of discord in the scummy remnant works against
itself: "Thus was a while the agreement of his slaying
broken by the disagreement of the manner of it; and
extremity of cruelty grew for a time to be the stop of
cruelty" (OA, 309).

Moreover, for Sidney, not only is peasant consen-
sus elusive but resolution, when it does come, tends to

be fleeting. Swayed by an emotional appeal,. the mob wavers
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again once the impact of that appeal passes (the amputee
dies). Pamela points to the dire consequences of killing
Musidorus, and the rebels finally decide to return the
couple to Basilius and ask his pardon. It is important
that in both the initial uprising and this second episode
violent aggression is subdued by reason and rhetoric.
Zelmane calms the revolt through an extremely calculated
speech, and Pamela talks the scummy remnant out of "their
cruel hearts to this gentler course" (OA, 310). Physical
prowess is not enough. To be truly heroic, one must be
able to escape from a situation which is physically lost
by the subtle art of verbal persuasion.

For Pamela, it ‘is enough to steer the rebels away
from an act of sinful violence—the execution of Musidorus.
Musidorus, however, tries to convince the rebels that it
would be more to their advantage to escort him and his lady
to their intended destination. This suggestion causes
still more dissent. Pamela uses her rhetorical skill to
prevent a crime, Musidorus to perpetuate one—running off
with the princess. Therefore it is logical that his attempt
would fail. There is a great difference between Pamela's
passive virtue and Musidorus's active will, and the latter
is certainly blameworthy in this case. Before the scummy
remnant can decide on Musidorus's proposal, a troop of
Philanax's horsemen swoops down on the party taking charge

of the royal prisoners and quickly executing the rebels.



81

". . . such an unlooked-for énd did the life of justice
work" (OA, 317). The scummy remnant has served its scourge
function in punishing Musidorus and foiling the escape.47

As an unjust rebellion, the uprising in Arcadia
constitutes an unnatural deformity according to the Eliza-
bethan concept of social order. This is the political
argument behind the use of the comic grotesque in the
slaughter of the rebels. As author, Sidney just seems
to let go for a moment and allow his mind's eye to record
how much fun it would be to eliminate one's opponents
with great flair. There is something enthralling about
the dexterous cutting-to-pieces of deformed creatures.
Perhaps what is uplifting is that we are witness to a
celebration of form. The slaughter of the rebels is
described exactly the same way that it is performed—with
grace, style, and wit. Each memorable stroke forms part
of a choreographical pattern that delights our aesthetic
sensibility. And yet despite Sidney's technical skill,
the reader cannot turn away entirely from the gruesome

content in all this beastly slaughter.



NOTES TO CHAPTER ONE

1 A consideration of the slaughter of the rebels
in Sidney's Arcadia necessitates having to deal with both
the New Arcadia and the 0l1d Arcadia. This is because the
slaughter of the rebels actually consists of two episodes:
the first which Sidney had revised in the New Arcadia, and
the second which remained unrevised in the 0ld Arcadia.

Hence I have used the text of the New Arcadia
(hereafter referred to as the Arcadia, unless ambiguity
requires New Arcadia) for my discussion of Sidney's general
attitude toward war and the "five memorable strokes"
episode. This is The Prose Works of Sir Philip Sidney,
Vol. I, ed. Albert Feuillerat (1912; rpt. Cambridge:
University Press, 1963). All references to this edition
are included in the text after "I".

For my discussion of the second episode (the
"scummy remnant”), I have used The Countess of Pembroke's
Arcadia (The 0l1d Arcadia), ed. Jean Robertson (Oxford:
Clarendon Press, 1973). All references to this edition
are included in the text after "OA".

2 See Richard C. McCoy, Sir Philip Sidney:
Rebellion in Arcadia (New Brunswick: Rutgers University
Press, 1979), pp. 176-188.

3 McCoy, pp. 181-182. McCoy is especially amazed
at how Sidney approached his own death: "Sidney would
contemplate his own impending death with . . . aesthetic
detachment. The gangreous stench of his wound was almost
overpowering, but he could still compose a song entitled
"La cuisse rompue." The contradictions of chivalry are
nowhere more apparent. Sidney's cavalier wit allows him
to face death with elegant composure and style,”" p. 181.

Susanne K. Langer, Feeling and Form (New York:
Scribner's, 1953), p. 304. "The epic is really, like
the true ballad, pre-literary poetry; and it is the great
matrix of all poetic genres," p. 304.

5 L. P. Wilkinson, Ovid Recalled (Cambridge:
University Press, 1955), pp. 162-163. On the self-
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consciousness of the grotesque, Wilkinson writes: "When
Homer describes carnage we may not like it (after boyhood),
but we recognize that this is something which belongs to
his age; he is not self-conscious about it. Disgusting
sights are inseparable from war . . . . But in the tender
Virgil and the good-natured Ovid of Augustan Rome such
descriptions jar. Granted that in their Rome even the
educated classes were familiar with the slaughter of the
arena, if not also of war, the elaborate squalors described
on occasion by these two poets (and Lucan is worse) strike
one as conscientious attempts at Homeric realism." p. 162.

6 Another Elizabethan example of epic horror in
an overall battle description occurs in Thomas Kyd's The
Spanish Tragedy (I.ii.57-62).

7 Homer: The Iljiad II.95, Vol. I, 2 vols, trans.
A. T. Murray, Loeb Classical Library (I 1924, II 1925; rpt.
London: Heinemann, I 1965, II 1939). All references are
made to these volumes and included in the text.

8 Aeneid XII.713, in Virgil, Vol. II, 2 vols, trans.
H. Rushton Fairclough, Loeb Classical Library, rev. ed.
(I 1935, II 1934; rpt. London: Heinemann, I 1965, II 1966).
All references are made to these volumes and included in
the text. '

2 Lee A. sonnino, A Handbook to Sixteenth-Century
Rhetoric (London: Routledge & Kegan Paul, 1968), pp. 54-56.

10 See Paul A. Jorgensen, Shakespeare's Military
wWorld (Berkeley: University of California Press, 1956),
pp. 1-34. For an excellent parody of this literary
convention, see the battle description at the beginning
of Chapter III in Candide.

11 The Defence of Poesie, in The Prose Works of
Sir Philip Sidney, Vol. III, ed. Albert Feuilllerat (1912;
rpt. Cambridge: University Press, 1963), p. 3. All
references to The Defence are made to this edition and
included in the text after "III".

12 Sonnino, pp. 68-69.

13 Sonnino, pp. 51-52.

14 See Lucretius: De Rerum Natura, trans. W. H. D.
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Rouse, Loeb Classical Library (1937; rpt. London: Heine-

15 Sidney visited Florence when he was in Italy
in 1574 but spent most of his time in Venice and Padua.
See John Buxton, Sir Philip Sidney And the English Renaiss-
ance (London: Macmillan, 1964), p. 65.

16 See John Pope-Hennessy, The Complete Works of
Paolo Uccello (London: Phaidon Press, 1950), pp. 19-23,
150-152; plates 45 (46-54), 55 (56-62), and 63 (64-68).

17 Pope-Hennessy, p. 22.

18 Alan D. Isler illustrates this with references
to Sidney's Defence in "Heroic Poetry and Sidney's Two
Arcadias," PMLA, 83 (1968), 375.

19 rsier, p. 379.

20 E. M. W. Tillyard, The English Epic and Its
Background (London: Chatto and Windus, 1954), p. 312.

21 As we shall see, these lines also seem to be
a model for Gulliver's description of human warfare to
his Houyhnhnm master.

22 Kenneth Myrick, Sir Philip Sidney as a Literary
Craftsman (Harvard, 1935; rpt. Lincoln: University of
Nebraska Press, 1965), pp. 99, 114.

23 McCoy, p. 182.

24 Alan D. Isler, "Sidney, Shakespeare, and the
'Slain-Notslain'," University of Toronto Quarterly, 37,
No. 2 (1968), 184.

25 Martin Bergbusch, "Rebellion in the New Arcadia,"”
Philiological Quarterly, 53 (1974), 29.

26 Bergbusch, p. 29.

27 Bergbusch, p. 41l.
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28 Dorothy Connell, Sir Philip Sidney: The Maker's
Mind (Oxford: Clarendon Press, 1977), p. 118, n. 1.

29 For a discussion of this, see Marvin T. Herrick,
Comic Theory in the Sixteenth Century (Urbana: University
of Illinois Press, 1964), p. 38.

30 John J. O'Connor, "Physical Deformity and
Chivalric Laughter in Renaissance England," in Comedy:
New Perspectives, ed. Maurice Charney, New York Literary
Forum, 1 (Spring 1978), pp. 69-70.

31 Herrick, p. 52.

32 Herrick, pp. 53-55.

33 Wilkinson, p. 163.

34 Iliad XVI.744-750: "Hah, look you: very nimble
is the man: how lightly he diveth! In sooth if he were on
the teeming deep, this man would satisfy many by seeking
for oysters, leaping from his ship were the sea never so
stormy, seeing that now on the plain he diveth lightly
from his car. Verily among the Trojans too there be men
that dive."

33 Ovid: Metamorphoses, trans. Frank Justus Miller,
Vol. II, Loeb Classical Library (1916; rpt. London: Heine-
mann, 1964).

36 See p. 52 above.

37 On sixteenth-century insurrections in England,
see S. T. Bindoff, Tudor England (Middlesex: Penguin,
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38 Francis Bacon, "Of the True Greatness of King-
doms and Estates,” in The Essays, ed. Samuel Harvey
Reynolds (Oxford: Clarendon Press, 1890), p. 211l.

This idea of a foreign war as being a healthy
exercise to avoid civil disputes or domestic sloth seems
to have been the most popular Elizabethan attitude toward
war. See Jorgensen, pp. 169-202.

39 Utopia, in The Complete Works of St. Thomas
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More, Vol. IV, trans. G. C. Richards, rev. and ed. Edward
Surtz, S. J. and J. H. Hexter (New Haven: Yale University
Press, 1965), pp. 203-205.

40 Isler, "Slain-Notslain," p. 181.

41 Neil Rhodes, Elizabethan Grotesque (London:
Routledge and Kegan Paul, 1980), p. 131. Unfortunately,
Rhodes makes no mention of the rebellion in Arcadia, yet
his comments on "Rabelais's anatomisation” are applicable
to Sidney:; see Rhodes, p. 39.

42 Jorgensen, pp. 17-34.

43 This altered version of the 0l1d Arcadia, used
in 1593 to complete the story of the New Arcadia, is in
Vol. II of Feuillerat's The Prose Works of Sir Philip

Sidney,

44 The Prose Works of Sir Philip Sidney, Vol. II,

p. 119.

45 Achilles slays Tros and Lycaon after they both
beg to be spared (Iliad XX.463-472, XXI.70-119), and like-
wise Camilla batters a pleading Orsilochus (Aeneid XI.696-
698).

46 See John F. Danby, Poets on Fortune's Hill
(London: Faber and Faber, 1952), pp. 46-73.

47 For a discussion of how scourge figures were
meant to be disposed of by God after serving their function,
see Roy W. Battenhouse, "Tamburlaine, The Scourge of God,"
PMLA, 56 (1941), 337-348.



CHAPTER TWO:

NASHE'S THE UNFORTUNATE TRAVELLER

The Battle of Marignano

For Thomas Nashe and his fellow Elizabethans, the.
battle of Marignano was more of a symbol of war's blood-
shed than a recorded event. It occurred almost eighty

years before Nashe wrote The Unfortunate Traveller, and

there was no English involvement to give it a place in the
memory of the nation. But according to Sir Charles Oman,
Marignano was "a turning point in the history of the Art

of War," because for the first time field artillery was

put to effective use by the French.l This technological
advance in the deployment of war engines meant heavy casual-
ties. McKerrow puts the Swiss losses at about 12,000 men,2
an outrageous figure for a two-day battle. Oman, however,
estimates the casualties more evenly at "5000 or 6000
apiece.“3 For many years after Nashe, the casualties were
believed to have been even greater and some astronomical
numbers were cited. David Hume, for example, writes that the
"field was strewed with twenty thousand slain on both sides;
and the mareschal Trivulzio . . . declared that every engage-
ment which he had yet seen was only the play of children:; the

-87-
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action of Marignano was a combat of heroes."4 Heroic or
not, the battle was brought on by a French invasion, led
by the young and war-hungry King Francis I who wanted to
recover Italian territory given up by his predecessor
Louis XII.

Nashe's narrator in The Unfortunate Traveller,

Jack Wilton, makes no mention of artillery but does
emphasize the terrible blood bath of the battle and its
short duration. What immediately strikes the reader, how-
ever, 1s Jack's absolute indifference to the causes or
moral implications of the conflict, which is evident in

his intention to enter it on whatever side is stronger:

"I made towards them as fast as I could, thinking to thrust
my selfe into that Faction that was strongest" (231). Jack
has no principles, only a desire to get to the scene in a
hurry. That the picaresque hero is only loyal to himself
may account for Jack's lack of any political allegiance

but it does not explain his haste to join the conflict.
Nashe is not satirizing the naivety of the common soldier
going to war, because Jack is not naive and, in fact, has
already served in Henry VIII's army albeit only as a page.
Jack is really fleeing from the sweating-sickness in
England, "I vowd to tarrie no longer among them" (231),

and his intention to enlist with the stronger side is

probably just an indifferent mercenary's wish to stay alive.
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More than likely, Nashe is commenting on the desperate
reasons that many of the English commoners had for enlist-
ing in the armies throughout the sixteenth century.

Jack arrives on the scene at the height of the
battle but never does enter it. Perhaps the fact that it
has already started, and hence is in a state of total
chaos, prevents him from doing so. In any case, he mentions
the ambivalence of his situation and then goes on to ..
describe the carnage:

It was my good lucke or my ill (I know not which) to
come iust to the fighting of the Battell; where I saw
a wonderfull spectacle of blood-shed on both sides: here
vnweeldie Switzers wallowing in their gore, like an
Oxe in his dung, there the sprightly Frencech sprawling
and turning on the stained grasse, like a Roach new
taken out of the streame: all the ground was strewed
as thicke with Battle-axes as the Carpenters yard with
chips; the Plaine appeared like a guagmyre, ouerspread
as it was with trampled dead bodies. (231)
Jack is both lucky and unlucky—1Ilucky of course not to be
in the battle, but unlucky not to be able to join an army
as a means of supporting himself. The comic grotesque
thrives on this kind of ambiguity.

Two features stand out in Jack's description: the
first is his distant perspective, which is necessary to get
an overall view, and the second is the absurdity of his
similes, which is suggestive of the deformed and ugly nature
of the scene. The two features are interrelated insofar as

Jack's distance gives rise to the similes and similes are an

attempt to compress the magnitude of detail. An account of
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a battle is often grotesque simply in its tendency to
amalgamate so many individual deaths into an abstract
image. Jack's absurd similes seem irreverent because they
address slaughter facetiously, and even if Jack is indif-
ferent to the battle, the horror of the scene cries out
for a more sympathetic response. According to the theory
of the grotesque (see p. 5 above), this kind of facetious
humor can ironically shock readers more than any direct
appeal to the emotions. To describe a battle in an overall
way, one often resorts to metaphor and this process inevit- .
ably sacrifices a sense of realism, or mimetic detail, for a
more general and distant impression.

This will be clearer if we look at how literature
deals realistically with the horror of war by selecting a
particular individual and focusing on him. 2n excellent

example occurs in Ernest Hemingway's A Farewell to Arms

when a shell hits a bunker and fatally injures Passini.

His slow and painful death is related with pure matter-of-
factness, unembellished by metaphor or allusicn. The action
speaks for itself; it is grotesque but, stripped of any
extraneous comment, hardly comic:

One leg was gone and the other was held by tendons and
part of the trouser and the stump twitched and jerked

as though it were not connected. He bit his arm and
moaned, "Oh, mamma mia, mamma mia," then, "Dio ti salvi,
Maria. Dio ti salvi, Maria. Oh Jesus shoot me Christ
shoot me, Mamma mia, mamma mia, oh purest lovely Mary
shoot me. Stop it. Stop it. Stop it. Oh Jesus lovely
Mary stop it. Oh oh oh oh," then choking, "Mamma mamma
mia." Then he was quiet, biting his arm, the stump
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of his leg twitching.5
This is how to touch the tragic sensibility. The writer of
the comic grotesque often does the opposite. He avoids
focusing on the individual and instead creates a rhetorical
eloquence that may shock or amuse the reader.

Jack Wilton's description of the battle of Marignano
is full of generalizations that abound with similes and
word-play. All the similes conceptualize a mass and all
irreverently debase the subject of death. The Swiss are
seen as "wallowing in their gore, like an Oxe in his dung,"
and the French as "sprawling and turning on the stained
grasse, like a Roach new taken out of the streame." As
well as being visual, both images have symbolic connotations.
In the first comparison, we have a portrait of man as an
awkward and dull-minded beast floundering in his own mess
(armed conflict). Of course in physical terms, the mess is
"gore" or the inner nature of this beast anatomically
revealed. The meaning of "gore" was in a period of transi-
tion toward the end of the sixteenth century. Originally,
it referred to "dung"” or "filth of any kind" and then came
to mean blood and carnage in particular (OED). It is
possible that Nashe was just yoking the 0ld meaning with
the new. Reinhard Friederich suggests that the ox image
may have been inspired by the "cliché of the huge and
slow SWiss.“6

The image of the French who die flinching like a
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fish out-of-water is a grotesque picture of that inter-
mediate state between life and death. We located the
motif in the epic, saw it impersonally adapted by Sidney
(see p. 39 above), and presented with poignant realism by
Hemingway. Nashe ridicules it by using the "Roach" simile.

In his study Elizabethan Grotesque, Neil Rhodes argues that

"the stylistic feature which best epitomizes the grotesque
in Renaissance literature is the 'base comparison'."7

Here Nashe yokes the high (death) with the low (fish) and
pushes what is itself grotesque further toward the ludicrous,
or the comic grotesque.

The use of singular images—the Switzers are "an" ox
and the French "a" fish-~—contributes to the abstract effect.
More often tﬁe comic grotesque attempts to convey the mag-
nitude of slaughter through a reference to piles or heaps
of corpses. The next simile in Jack's description shows
Nashe indulging in intellectual play: ". . . all the ground
was strewed as thicke with Battle-axes as the Carpenters
yvard with chips." 1Instead of producing chips, the axes are
compared to chips, but the simile seems somewhat forced.
Surely there are more important things than battle-axes
strewn about the ground. Jack fills out the canvas with the
next simile: "the Plaine appeared like a quagmyre, ouer-
spread as it was with trampled dead bodies." This 1is more
to the point, but has Jack gone too far? The sense of

exaggeration in his imagery stems from utter bewilderment.
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Jack is obviously overwhelmed by the spectacular action
even if he remains indifferent to the conflict. His verbal
exuberance is a response to the sheer enormity of the
slaughter. Of course from a safe and detached distance,
the battlefield may actually look as Jack describes it
metamorphically, but the meta-phora element carries us
beyond the reality to another frame of reference. The
association of corpses with mud or a "quagmyre" could be
called a surrealistic vision of fallen life on earth—one
sticky mess of conflict and death.

Hence, all the similes are part of the rhetoric
which removes the reader from a .sense of reality. They all
resemble the form of "low burlesque" or "travesty" since
they treat a serious subject in an undignified manner. By
calling attention to its own artifice, the language diverts
the reader's response away from the gravity of the subject.
Charles Lawson says that "The choice of similes . . . serves
to distance the human misery in the situation and makes
possible an intellectual pleasure in the perception of un-

8 The

expected similarities between tenor and vehicle."
grotesque is largely generated by this incongruity between
an "intellectual pleasure" and an horrible subject like
the carnage of war. But there is also an irony in the way
that Jack tries to encompass the enormity of the horror

and instead produces something ludicrous. The horror of

war may be so great that it cannot be conveyed in its
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entirety by language. If Nashe wanted to capture a real-
istic sense of horror, he could have had Jack focus on an
individual. Emotionally, we respond to the individual
tragedy not the abstracted mass. The paradox is that one
must abstract to address the entire horror of any one
battle. In this sense, it may be said that the real tra-
gedy of a battle defies human comprehension, and whenever
an overall description is made of one it invites the
grotesque, as with Hume's comment on the Marignano battle-
field "strewed with twenty thousand slain" (see p. 87 above).
Jack's similes abstract an essence or general pattern in
the act of dying, but it is an unfeeling essence.

The classical epic maintains a sense of individual
tragedy by identifying the main participants in a battle by
name and often a brief biographical sketch.9 Individual
deaths make the sense of loss more palpable. Even in the

Anglo-Saxon poem, The Battle of Maldon, the personalization

of death (Birhtnoth's and others') enables the reader to
feel something for the English defenders. Conversely, the
comic grotesque likes to gloss over the individual (Sidney's
slaughter of the rebels is an obvious exception) and address
general facts. As in Jack's case, the grotesque description
sometimes becomes involved in its own mode of expression.
The language seems to celebrate itself and remain aloof

from the reality it is supposedly addressing.

While Jack's absurd similes jump out at the reader,
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his usé of assonance and consonance is also an important
part of his rhetoric. Friederich even contends that it
is the "verbal play" which spawns the similes. He closely
analyzes the sound patterns in Jack's description and
claims that Nashe is largely guided by his ear:

. + « the word Switzers gives rise to their
alliterative "vnweeldie . . . wallowing." Hence it

is the verbal play which brings forth the descriptive
simile, "like an Oxe in his dung." The sentence is a
carefully paralleled "here there" antithesis. In its
second part the "sprightly French" are.contrasted .to
the first part's "vnweeldie Switzers." The subseg-
uent image again develops out of the sound effect as
"sprightly" leads to "sprawling.”" . . . The grotesquely
appropriate image of a helpless roach grows, of course,
out of "sprawling." And finally, the rather calm pre-
liminary conclusion, "new taken out of the streame,"
maintains alliterative echoes with the preceding "turn-
ing on the stained grasse," while it also carries over
to "the ground was strewed." . . . The.literary
experience comes before the visual one.l

The similes and sound patterns belong to Jack and, as the
narrator, Jack may grab the reader's interest more than the
battle of Marignano itself.
Jack proceeds to elaborate his "quagmyre" image:
In one place might you behold a heape of dead murthered
men ouerwhelmed with a falling Steede in stead of a
toombe stone, in another place a bundell of bodies
fettered together in their owne bowells; and as the
tyrant Romane Emperours vsed to tye condemned liuing
caytiues face to face to dead corses, so were the
halfe liuing here mixt with squeazed carcases long
putrifide. (231)
The first part of the sentence calls to mind Sidney's over-
all description of the major battle between Cecropia's and

Basilius's forces, in which the slain horses are lying upon

their slain masters (see p. 37 above). Whereas Sidney uses
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a euphuistic structure to stress the paradox, Nashe contin-
ues with his own alliterations: "Steede", "stead" and
"stone." Images of entanglement dominate the second part
of the sentence; bodies appear to be tied up with their own
exposed intestines, and the half living are caught in piles
of putrified flesh. This kind of grotesque approaches
gothic horror, but once again the word-play calls attention
to itself and detracts from the gravity of the scene:
"bundell”, "bodies" and "bowells." As McKerrow points out,
Jack erroneously attributes the ancient wartime practice of
tying enemy survivors face to face with corpses to "the
tyrant Romane Emperours” (IV, 267). It may be that Nashe
was confusedly remembering the Aeneid (VIII.478-488) where
the barbaric custom is mentioned in reference to the Etrus-
can tyrant, Mezentius. There is something especially
odious about pressing life together with death that, for
the reader, goes beyond the physical discomfort. In fact,
it is not so much the putrified flesh as it is the contact
with death itself that is so unsettling. As mentioned

(see p. 76 above), one aspect of the grotesque is that the
normal distinctions between life and death begin to dissolve.
Death comes alive in the flinching corpse and living bodies
are often described in terms of inanimate substances. Here
Nashe draws a terrifying picture of .how human flesh, or
mortal life, is merely part of the earth. In the words of

Rhodes, "Nashe reveals how like other matter .human bodies
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are, and, ultimately, just how little a life can be."ll

It might be said that the vitality of Jack's
language is reminiscent of Rabelais whom Rhodes, in his
treatment of Nashe, makes "a touchstone for a discussion
of the grotesque in its more violent aspects."l2 Nothing
could be more violent than the battle of Marignano or the

Picrochole War in Gargantua and Pantagruel. The one major

difference between the two is that Rabelais inclines to-
wards the saturnalia whereas Nashe seems more satiric.
Rhodes is correct in summarizing the general view that
Rabelais "is unlikely to have had much direct influence on

nl3 Huntington Brown convincingly

14

Elizabethan Literature.
argues that Nashe was not at all familiar with Rabelais.
According to Brown and others, if Nashe emulated anyone it
would have to be A.retino.15 But our study is primarily
concerned with genre not influence. Rabelais's combination
of violent action and festive language in the Picrochole
War may represent a general tendency in Renaissance liter-
ature. It is quite common to speak of a Rabelaisian lang-
uage as being a delight in word-play, amplification, and
courseness, and this is where most critics see an affinity
between Rabelais and Nashe. J. J. Jusserand was probably
wrong to say that Nashe admired Rabelais, but his premise
that Nashe "possessed much of that curious care for and
delight in words which is one of the characteristics of

the men of the Renaissance" explains how he naturally
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associated the two writers.16
We have seen how Jack's language celebrates the
musical nature of words through a constant use of allit-
eration. Puns are also a standard part of this festive
rhetoric, as the beginning of the next sentence in the
Marignano description demonstrates: "Anie man might giue
Armes that was an actor in that Battell, for there were
more armes and legs scattered in the Field that day than
will be gathered vp till Doomes-day" (231). Dismembered .
limbs randomly lying about seem commonplace in these pan-
oramic battle scenes. There is nothing tragic about the
limbs since they belong to nobody in particular. Moreover,
their profuse quantity just appears to be part of the
exuberant spirit of Jack's description.
The last part of the episode focuses for a moment
on the French king, Francis I, and then abruptly concludes:
. . « the French Kinge himselfe in this Conflict was
much distressed, the braines of his owne men sprinkled
in his face, thrice was his Courser slaine vnder him,
and thrice was he strucke on the brest with a speare:
but in the end, by the helpe of the Venetians, the
Heluetians or Switzers were subdude, and he crowned a
Victor, a peace concluded, and the Citie of Millaine
surrendred vnto him as a pledge of reconciliation.
(231-232)
McKerrow notes that this passage was probably taken "from
Languet" (Cooper, 1565, fol.275v), which he quotes:
A great battaile foughten betwene the Switzers and the
Frenchmen, in the which the French King was in so
great daunger, that the braine of his owne men spercled

in his face, and him self was thrise striken with a
speare: but in the ende of the fight, by the help of
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the Venecians and other, whiche came in good season,
the Heluecians were discomfited and slayne, and the
citie of Myllaine yelded to the French kyng. (IVv,
267)
Brains éplatter into the face of the king as one might
imagine a bowl of porridge to hit a clown. This slapstick
version of the grotesque, however, is part of Languet's
Chronicle which illustrates the conventionality of the

grotesque in Renaissance battle accounts. What different-

iates the description of the carnage at Marignano in The

Unfortunate Traveller from the more standard account by
Languet is Jack's indifference and the Rabelaisian vitality
of his language. These two factors are prominent enough to
shift what is merely grotesque into the sphere of the comic
grotesque because tﬁey are loaded with satiric and ludicrous
elements.

"Francis I was only twenty-one at the battle of
Marignano but by far the most famous personality. 1In a
French manuscript illumination, Francis I is gloriously
depicted as the dominant figure on the battlefield.l7
Surrounded by slaughter, he appears nonchalant while in the
act of lancing one of the enemy (no sign of artillery or
brains in the face). According to Oman, the young King
"was determined to show that at least he was a good man-at-
arms, apd he was never so happy as when leading a cavalry

nl8

charge. Nashe may be mocking such enthusiasm in the

picture of the king's brain-splattered face, which borders
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on vaudevillian slapstick.

It should be noted that the image of splattered
brains is another conventional battle motif that goes back
to the epic. Perhaps this is because grey matter stands
out against the more familiar color of red. 1In the Iliad
we come across the formula "€Yx€9aios 8¢ €véov" three times
(XI.97-98, XII.185-186, XX.399-400).%7 virgil also refers
to spilt or splattered brains three times in the Aeneid
(IX.753-755, X.415-416, XI.697-698). The first instance
truly approaches the ludicrous as the rampaging Turnus
splits Pandarus's skull right down the middle:

he stretches on the ground his fainting limbs and
brain~bespattered armour, while, lo! in equal halves
his head dangles this way and that from either
shoulder.
In the second Aeneid example cited above, Virgil mentions
that the brains are still warm ("calido")! The motif is

standard in the classical epic-battle parodies as well.

One finds it in the Batrachomyomachia (11.226-229), and

Ovid's Metamorphoses contains a wonderful grotesque simile

when Phaeocomes hits Tectaphos over the head with a log:

The broad dome of his head was shattered, and through
his mouth, through hollow nostrils, eyes, and ears
oozed the soft brains, as when curdled milk drips
through oaken withes, or a thick liquid mass trickles
through a coarse sieve weighted down, and is squeezed
out Egrough the crowded apertures. (Meta. XII.434-
438)

Golding's translation is even more visually expressive as

he used "roping" for quit.zz
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A good Elizabethan example of the same motif

occurs in the comic scene of Tamburlaine Part Two. Tam-

burlaine attempts to kindle a lust for conquest and war in
his sons by telling them that his "royal chair of state"
shall be advanced on a field "sprinkled with the brains of

slaughtered men."23

Their responses, except for Calyphas's,
contain just as much excessive rhetoric. The standardness
of the motif continued long after Elizabethan times as
evidenced by Pepys's diary in which one reads the following
account of the deaths of the "Earl of Falmouth, Muskery,

and Mr. Rd. Boyle" in the battle of Lowestoft: "Their blood
and brains flying in the Duke's face—and the head of Mr.

24 Like Francis

Boyle striking down the Duke, as some say."
I, the Duke of York is splattered with somebody else's
brains but further inconvenienced by being struck down like
an arcade-pin by an airborne head-—how positively unsettl-
ing! Andrew Marvell captures the ultimate comic potential
of the splattered brains motif when he satirizes Falmouth's
death: "His shattered Head the fearlesse Duke distains, /

25 The

And gave the last first proof that he had Brains."
image of splattered brains, in a crude but brilliant
fashion, connotes the mindlessness of war or as Virgil
expresses it the "imnsaniaq belli"™ (Aeneid VII.461).

The battle of Marignano is over in a flash (less

than a page in McKerrow's edition) and yet there is a

timeless quality about it, as if it were a symbol for all
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wars. Jack's description radiates the same festive mood
that Mikhail Bakhtin saw operating in the violent episodes

of Gargantua and Pantagruel:

Bloodshed, dismemberment, burning, death, beatings,
blows, curses and abuses—all these elements are

steeped in "merry time," time which kills and gives
birth, which allows nothing o0ld to be perpetuated and
never ceases to generate the new and the youthful.

This interpretation is not Rabelais' abstract con-
ception; it is, so to speak, immanent in the traditional
popular-festive system of images which he inherited.?26

And so the young king can wipe the splattered brains from
his face, conclude the peace treaty—giving him renewed
control of Milan, and Jack is once again on his merry way.
Even though episodic abruptness and nonchalant violence

27 one feels

are integral elements of the picaresque novel,
that the battle begs for some direct comment on the nature
of war. Nashe reserves that commentary for the following
episode as another battle comes quick upon the heels of

Marignano.

Jack's Military Career and Nashe's "Varietie of Mirth"

Let us pause and take a closer look at our merry
narrator Jack. On his way to Marignano, Jack refers to
how his position in the army has changed: "As at Turwin I
was a demy souldier in iest, so now I became a Martialist
in earnest" (231). Jack has stepped up in the world from
when he was a page in Henry VIII's army (1513), which was

two years previous to Marignano. As a "demy souldier in
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iest," he plays a series of pranks on superior members of
his company. These Jjests are really a satiric comment on
the army and, as such, contribute to Nashe's comic gro-
tesque vision of military affairs. Jack likens his company
to a corn crop: "Those companies, lyke a greate deale of
corne, do yeeld some chaffe; the corne are cormorants, the
chaffe are good fellowes, which are quickly blowen to
nothing wyth bearing a light heart in a lyght purse" (210).
Word-play and puns abound. The "good" fellow is a carefree
carnival man and drinker; hence, he is often inebriated (as
well as broke) and, as a result, a poor soldier. In con-
trast, the "corne" or men of substance possess an insatiable
greed. Nashe may be implying that the best soldiers are
truly hungry for pillage or that a strong desire for the
spoils of war will make men fight better. Neither the
"corne" nor the "chaffe" are at all commendable.

In spite of the fact that he is only a page, Jack
considers himself part of the corn. His "cormorant" nature
is clearly behind his first jest on the cider-merchant.
Jack exploits the war situation by getting the merchant to
believe that he is under suspicion as a traitor. Jack's
real objective is to make more cider available for him-
self and the rest of the company, and the merchant does
exactly that after Jack convinces him that he is rumored
to be supplying the enemy with cider.

A similar jest is played on an "vgly mechanicall
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Captain" (217), to whom Jack has lost some money at dice.
By "mechanicall" Jack is probably referring to the Cap-
tain's "mean" and "vulgar" artisan-class background (OED).
This particular Captain, "whose head was not encombred
with too much forcast" (218), falls prey to Jack's flattery.
Persuaded by Jack's argument that "In the delaies of Siege
. « « [there] Resteth no way for you to clime sodenly, but
by doing some rare strategeme" (218), the Captain welcomes
his suggestion about entering the French held town of
Turwin as a spy. Jack cites classical precedents for such
an heroic act: "Vliysses, Nestor, Diomed went as spies to-
gether in the night into the Tents of Rhaesus, and inter-
cepted Dolon, the spie of the Troians: neuer any dis-
credited the trade of Intelligencers but Iﬁdas, and he
hanged himselfe" (220). As McKerrow notes, this spy-
episode is related to the Iliad (X.298ff), but what he does
not point out is that Jack seems to be having great fun
with the Captain's meanness. Dolon is the spy who
loquaciously spills out everything he knows about the Trojan
battle plan in the hope that Ulysses and Diomede will spare
him. Hence, Jack's phrase "neuer any discredited the trade
of Intelligencers," coming immediately after Dolon, is
ironic and spoken with the certainty of one who knows that
his listener could not notice for the Captain "neuer lookt
in [a] boocke in his life" (220). In fact, the Captain

eventually performs his espionage mission about as well as
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Dolon. As soon as the Captain leaves, Jack goes "in all
loue and kindnes to the Marshall generall of the field, &
certifide him that such a man was lately fled to the
Enemie" (222). On the surface, this seems to be nothing
more than a satire on the old miles gloriosus or braggart
soldier, yet it leads Jack to remark proverbially: "Adam
neuer fell till God made fooles" (224). The fall of man
is for many humorists the oldest joke in human history,28
for knowledge allows one to laugh at the folly of others.
Jack's third jest reminds us that all is fair in love
and the picaresque world. Disguised as a "halfe crowne
wench," Jack attracts the attention of a "Switzer Captain,"
obtains six crowns "for an antipast to iniquitie,” and
then makes a clean getaway (225). Nashe might be comment-
ing on the notoriety of the Swiss mercenaries.29 Those
who profit monetarily by war deserve to lose by love.
Amorous intrigues are even more prevalent in the picaresque
world than military careers. Those who are pugnaciously
inclined are also apt to lust for physical love or, at
least, these passions are often found together. The

"Switzer Captain,"”" as well as a lecher, is a "monstrous
vnthrift of battle-axes" (225). When Paris returns from
his combat with Menelaus in the Iliad, he immediately
leads Helen to bed and says, "for never yet hath desire so

encompassed my soul" (III.442). One can hardly forget how

the lusts of love and war are linked so closely and
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comically in Aristophanes's Lysistrata. This humorous

connection also appears in the Renaissance. A whole chap-

ter in Gargantua and Pantagruel (Book III, Chapter 8) is

devoted to Panurge's explanation of why the codpiece is
the principle part of a warrior's armor.30 Love and war
seem to be the favorite outlets for male aggression.

Jack's last jest is important for raising moral
questions about the function of the satirist. He claims
to have been "ordained Gods scourge" to punish the "daintie
finicalitie" of the company's pay clerks (226). Strictly
observing pay regulations and taking great pains about
their "cleane" dress, the clerks represent the very opposite
of the normal soldier's rough, satyr-like characteristics.
In Jack's mind, they are not soldiers at all but delicate
quill-pushers who would not even "throwe a pen-full of inke
into the Enemies face" (226). Referring to himself as only
a "demy souldier in iest," Jack is actually a full soldier
in mentality. Once more he takes advantage of the war
situation to deceive his victim by shouting to the clerks
that "there was treason a foote" (226). When the clerks
flee, he robs their desks. We cannot agree with Jack's
claim that he is "Gods scourge" for the clerks are guilty
of no sin. However, this is the picaresque world where the
stronger and often malicious men win and where strict
virtue is a mark of naivety. Hence Jack may not be God's

scourge, but one can see him as the satirist's scourge whose
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duty is to whip the foolish. It is not "daintie finical-
itie" which earns the clerks their punishment but simple
gullibility. Those who are most fit to survive in the
fallen world are those who best adapt themselves to its
fallen nature. Moreover, in the picaresque world, every-
one, it seems, must learn the hard way. Duped by Jack,
the clerks should learn not to trust anyone—even one's
comrade-in~-arms. Jack is unlike many other picaresque
heroes (Roderick Random and Barry Lyndon) insofar as he
begins his adventures like one who has already been
initiated into the world. His story commences with a
merry kind of cynicism: ". . . which of vs al is not a
sinner?" (209). The only thing which differentiates one
man from another is shrewdness, aﬁd the essence of being
shrewd in the picaresque world is to beat your fellow
sinner to the punch. This pessimistic view is implied in
the Horace quotation which precedes Jack's statement:
"Coelum petimus stultitia" (209)—[We seek heaven in our
foolishness], Odes I.3.38. Attempts to reach heaven are
foolish not just because they are vain, which is all
Horace seems to be saying, but because to get ahead in
the world one must use the ways of the world.

In the Epistle to Wriothesley, prefixed to The

Unfortunate Traveller, Nashe promises a "varietie of

mirth" (201). So from the satiric mirth of the jests, we

move on to encounter rhetorical mirth in the description
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of the battle of Marignano. Like other picaresque heroes,
Jack only joins the army as a means of support and hence
plans to join the "Faction that was strongest." The
profession of soldiering has been a perennial satiric
target, probably because it is such an awful paradox to

31

earn a living by killing others. Up to this point in

The Unfortunate Traveller, Nashe's satiric mirth has

almost all been directed at the military. Of course the
military episodes, which form a standard part of the
picaresque world, are themselves symbolic of man's fallen
predicament. Therefore the successful soldiers in the
company, who are "cormorants" or rogues like Jack, repre-
sent those who succeed in the world at large. In the jest-
segment the reader laughs with Jack at the naivety of the
dupes and somehow feels as if the dupes get what they de-
serve. But in the battle of Marignano, Jack's humorous
similes are disturbing. His indifference to the loss of
human life highlights the inadequacy of the every-man-for-
himself code. Jack's rise from a page to a "Martialist in
earnest" parallels Nashe's step up from satiric mirth to a
more detached form of the comic grotesque.

After Marignano, Jack immediately heads to the
scene of another brewing conflict. As a soldier, Jack is
simply going where he can find work, but his satiric and
mercenary functions begin to merge:

That war thus blowen ouer, and the seuerall Bands
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dissolued, like a Crowe that stiil followes aloofe

where there is carrion, I flew me ouer to Munster in

Germanie, which an Anabaptisticall Brother, named

Iohn Leiden kept at that instant against the

Emperour and the Duke of Saxonie. (232)
As the satirist scavengés after human folly, so the soldier
scavenges after human conflict. The crow-carrion imagery
appropriately reflects Jack's mean profession as a soldier
as well as the death which always accompanies it. In fact,
this scavenger motif is quite common in literary treatments
of war and may even be found in the Iliad, as the "peerless
charioteers" are pictured "lying upon the ground dearer far
to the wvultures than to their wives" (XI.1l61-162). The
contrast between the "wives" and "vultures" suggests a life-
death cycle. The charioteers may-die but their death is
substance for another life form. Homer, however, is sar-
donic while Jack Wilton, as the "Crowe;" is not. The fest-
ive or Rabelaisian nature of this kind of cyclical physic-
ality is, according to Rhodes, a dominant feature of the
Elizabethan grotesque of which Nashe is the best examplar:
". . . both Nashe and Rabelais use grotesque food imagery
to remind us of the essential similarity between our own

flesh and the flesh we feed it with."32

This is the pos-

itive or saturnalian side of the grotesque. As all living

things are bound to die, so life is destined to begin anew.
Jack gives the reader a hint that the Munster

conflict will be a more leisurely entertainment than the

all-too-quick spectacle of bloodshed at Marignano: "Here I
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was in good hape to set vpp ﬁy staffe for some reasonable
time, deeming that no Citie would driue it to a siedge,
except they were able to hold out" (232). A stubborn and
evenly matched conflict means a steady source of employ-
ment for the soldier. The reader, too, has cause to wel-
come a slower narrative pace since Jack has briskly pulled
him through the last three episodes (Jack as Courtier, the
sweating-sickness, and especially the battle of Marignano).
Death completely dominates the last two, and yet the quick
narrative pace lends a sense of vitality to Jack's story.
Horrors fade away as fast as they come into view, and this

33 does not allow

"picaresque rhythm" or "rush of events"”
the reader to dwell on any one particular calamity. Hence,
the rapid succession of episodes contributes to the saturn-
alian mood. In the Munster episode, however, the narrative
slows down considerably and becomes far more meditative. In
addition, the narrative voice begins to sound more like
Nashe's own and less like Jack's. Rhetorical and festive
mirth, as contained in Jack's description of Marignano,
fades away and the real humor of satire (not just satiric
jesting) comes to the fore as Nashe launches into an attack
against extremism.

What is most interesting about how the episodes have
been strung together thus far is Jack's time-travelling.

When he has finished relating the opening series of jests,

he asks the reader to "sleepe an houre or two, and dreame
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that Turney and Turwin is wonne, that the King is shipt
againe into England, and that I am close at harde meate

at Windsore or at Hampton Court" (227). We then seem to
leap ahead four years to the sweating-sickness epidemic

of 1517. This is not so unusual, but then we must go back
two years for the battle of Marignano (1515) and afterward
fly forward nineteen years for the Munster uprising (1534)
"like a Crowe" in search of "carrion." Nashe may have re-
located the sweating-sickness in the time scheme without
reason or without being aware of it, but the "Crowe" simile
suggests that he wished to deal with two military episodes
in succession. Moreover, the account of the Munster up-
rising is really a curious blend of the events of 1534 and
the battle of Frankenhausen fought between the Anabaptisté
and the Elector of Saxony's forces in 1525 (see McKerrow's
hote). Although it is iméossible to ascertain Nashe's
exact intentions, it is likely that he has taken great
liberties with the historical facts to concoct a sequence
of action which would form a satire not only against over-
zealous spiritualism but against its potential aggressive-
ness. The figure of John Leiden was not enough; he had to
be framed by terrible battle scenes to carry the effect.
The out-of-jointness of the Munster episode becomes even
more obvious when one sees that Jack ends his picaresque
journey by rejoining Henry VIII's camp when Henry was

meeting the French king (the same brain-besplattered
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Francis I) at the "Field of the Cloth of Gold" in June

1520. At the end of The Unfortunate Traveller Jack him-

self calls attention to the cyclical structure of his
adventures: "And so as my storie began with the king at
Turnay and Turwin, I thinke meete here to end it with the
king at Ardes and Guines" (328). Ending with this peace-
ful and festive event indicates that Nashe ultimately
wanted to close on a positive note. Despite the wars,
deceptions, betrayals and all the other disasters, Jack

has survived and so will man.

The Munster Uprising

Rhodes says that "behind a figure like Cade, or

Nashe's John Leiden in The Unfortunate Traveller, or in

the characterization of Martin Marprelate by his opponents,
is the tradition of the comic religious leaders who flour-
ished in popular risings during the sixteenth century."34
Nashe probably had Martin Marprelate in mind when he drew
his portrait of John Leiden, but the depiction of the
Munster uprising goes far beyond Martin Marprelate and
becomes a general satire against any physical aggression
which is born out of religious fanaticism. In this respect,

it may be useful to make a brief review of Bakhtin's

analysis of the Picrochole War in Gargantua and Pantagruel.

The Picrochole War could be interpreted as high
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burlesque or low burlesque, and these categories correspond
to the first two dimensions which Bakhtin discusses.35 As
high~-burlesque (the form and style are elevated and the
subject is low or trivial), the war is something of a mock-
heroic treatment of a lawsuit which was fought out in
Rabelais's native community of La Deviniere about water
rights on the Loire River. Many of the names used by
Rabelais in the war correspond to the personalities
involved in the lawsuit. As low-burlesque (the subject is
serious and the style is low or undignified), the Picrochole
War is a satire against the aggressive actions of Charles V
and a defense of our old friend, Francis I. Bakhtin also
sees a third dimension in the "festive popular images" which
"reveal the deepest meaning of the historic process . . .
being the people's views concerning war and peace, the

n36. The tone of

aggressor, political power and the future.
Nashe's Munster episode is not particularly saturnalian
and there are few festive images, but one can recognize
the same blend of the high and low burlesque.

The essence of the burlesque is an incongruity
between the subject and form, or the subject and the
manner in which it is addressed. This incongruity resembles
the perceptual distortion which is at the heart of the
grotesque. A lawsuit may be blown up, or an inter-

national conflict reduced to, the scale of a seemingly

exaggerated and ridiculous war over cakes as it is in
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Gargantua and Pantagruel. Because our subject is war it-

self, always a dignified subject, we are only interested
in how Nashe reduces the Munster uprising or battle of
Frankenhausen to a silly display of religious fanaticism.
If a more specific satire is contained in the episode per-
taining to the Martin Marprelate controversy ( in which no
one died but the fictitious voice of "Martin"), then we are
simply not prepared to recognize it. But the specifics of
allusion aside for a moment, the distortion process is
often meant to be seen both ways especially with the sub-
ject of war. Petty disputes do explode into monstrous wars,
and monstrous wars are conducted like childish affairs.
Jack Wilton begins his description of the Munster
uprising with his usual facetious tone. First he exposes
the absurd delusion under which John Leiden and his fol-
lowers appear to be acting. They are soldiers for their
cause but soldiers without proper weapons: "It was not law-
full, said they, for anie man to draw the sword but the
Magistrate" (233). Jack also pokes fun at their makeshift
armor; a chamber pot, for instance, is used as a helmet.
What is ridiculed here is the self-contradiction of Leiden's
followers who embark on a military action but pretend to
keep the tenents of their anti-military faith. Either they
should recognize their action for what it is and prepare
themselves properly or adhere to their belief and drop the

action altogether. The pun-loving Jack delights in
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unmasking their senseless behavior: ". . . so grounded
and grauelled were they in this opinion, that now when
they should come to Battell, theres neuer a one of them
would bring a blade (no, not an onion blade) about hym, to
dye for it"™ (233).

In the next paragraph, Jack's facetiousness seems
to give way to the more serious voice of Nashe himself:
"Wherin let me dilate a little more grauely than the nature
of this historie requires, or wilbe expected of so yong a
practitioner in diuinity" (234). Put simply, Nashe goes
on to say that those who get too extreme in external demon-
strations of their faith paradoxically extinguish the life
of that faith which is internal. Fanaticism gives birth to
pride and pride perpetuates fanatical behavior. Hence, the
Anabaptists damn themselves by their presumptuous attitude
about piety and salvation:

. . . whosoeuer seekes by headlong meanes to enter into
Heauen and disanull Gods ordinance, shall, with the
Gyaunts that thought to scale heauen in contempt of
ITupiter, be ouer-whelmed with Mount Ossa and Peleomn,.
and dwell with the diuell in eternall desolation.
(235-236)
Nashe assaciates his argument with Greek mythology to give
it wider significance. Furthermore, putting the Anabaptists
on the same plane as the giants who tried to usurp Jupiter
is an effective means of designating them as deformities.

John O'Connor argues that the "black humor " present

in Nashe's account of the Munster uprising is traceable to
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a common Renaissance response to "physical deformity":

"Nashe hated the Anabaptist innovation for its effrontery,
its ignorance, and its divisiveness. It is a hideous de-
formity, and in the battle Nashe compares the Anabaptists

n37 But the Anabaptists

to a bear torn to pieces by curs.
only represent one extreme of unnatural religion—excessive
reformation. At the other extreme of the spectrum stand
the Roman Catholics who are guilty of excessive counter-
reformation measures. Here Nashe's satire on spiritual
fanaticism becomes more universal and political overtones
emerge:
But a great number of you, with Phil<ip, haue beene
long with Christ, and haue not knowen him; haue’ long
professed your selues Christians, and haue not knowen
his true Ministers: you follow the French and Scottish
fashion and faction, and in all poynts are like the
Switzers, Qui quaerunt cum qua Gente cadunt, that seeke
with what Nation they may first miscarrie. (236)
The reference to Philip II of Spain, England's greatest

enemy at the time that Nashe was writing The Unfortunate

Traveller (1593, published 1594), is obviously a condemnation
of the Spanish campaign against the Dutch Protestants in
the Low Countries. England, of course, supported the
Protestants and it was for this cause that Sidney lost his
life. Nashe's comments on Philip II would have been taken
very seriously by Elizabethans.

Nashe then returns to the Anabaptists or more gen-
erally to the Puritan zeal for personal interpretation of

the scriptures: "Wee haue found out a sleight to hammer it
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to anie Heresie whatsoeuer” (236). The use of the pro-
noun "Wee" indicates just how universal the satire has
become. A variety of biblical interpretations breeds a
variety of sects and inevitable confrontation. Thus hav-
ing lashed out at both extremes (Puritan and Catholic),
Nashe then fittingly refers to the civil wars in France
between the Huguenots and the Catholics which occurred
repeatedly during the last- half of the sixteenth century:
Ministers and Pastors, sell away your sects and
schismes to the decrepite Churches in contention
beyond sea; they haue been so long invred to warre,
both about matters of Religion and Regiment, that now
they haue no peace of minde but in troubling all
other mens peace. (237)
Those who would fight for their religion (and here Nashe is
appealing to the English) are hereby asked to export them-
selves to France where they will find a suitable arena for
spiritual fisticuffs.
Next Nashe indicts Leiden and his followers for how
they pillaged Munster after seizing control of the city:
What was the foundation or ground-worke of this dismall
declining of Munster, but the banishing of their Bishop,
their confiscating and casting lots for Church liuinges,
as the souldiers cast lottes for Christes garments, and,
in short tearmes, their making the house of God a den of
theeues? (238, see McKerrow's note, IV, 267)
Disguising the lust for material gain as a spiritual crusade
is perhaps the most shameful kind of hypocrisy. According
to Nashe, such blameworthy acts will surely draw the hand of

divine retribution: "God neuer suffers vnreuenged" (238).

Presumably to drive home his point, Nashe quotes Ovid on the
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punishment that is deserved to be given to those who

wauld make young boys into eunuchs. But instead of
clinching his argument the allusion seems to undermine

its seriousness: "Who first depriude yong boeis of their
best part, / With selfe same wounds he gaue he ought to
smart" (238). Nashe takes a parting shot at "Cardinall
Wolsey" before he returns to the particulars of the Munster
uprising. Cardinal Wolsey was believed to have amassed a
fortune while managing England's ecclesiastical affairs.

The last segment of the Munster episode is the most
important insofor as Nashe concludes his comments on armed
aggression and religious fanaticism. It also reveals some
sympathy on Nashe's part for the fate of the Anabaptists.
Initially, however, the segment continues the satiric attack
begun earlier., Nashe mocks the Anabaptist manner of prayer
in which "they did not serue God simplie, but that he should
serue their turnes" (239). For all their spiritual preten-
sion, the Anabaptists are very much part of the fallen world
and do not even know it. The ridicule of Leiden and his
followers reaches a climax just before the battle, when
foolishly putting their faith in the "glorious signe of the
rainebowe. . . . they presently ranne headlong on theyr well
deserued confusion" (240). But a sympathetic chord is
struck in the very next sentence: "Pittifull and lamentable
was their vnpittied and well perfourmed slaughter" (240).

Nashe then draws an analogy between the ugly annihilation
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of the Anabaptists and bearbaiting:
To see euen a Beare (which is the most cruellest of
all beasts) too-too bloudily ouer-matcht, and
deformedly rent in peeces by an vnconscionable number
of curres, it would mooue compassion against kinde,
and make those that (beholding him at the stake yet
vncoapt with) wisht him a sutable death to his vgly
shape, now to recall their hard-harted wishes, and
moane him suffering as a milde beast, in comparison
of the fowle mouthd Mastiues, his butchers . . .
(240)
As much as Nashe rails against the Anabaptists and even
claims that they receive what they deserve, here he
obviously reverses his position and expresses disgust for
their counter-attackers. This ambivalence is typical of
the grotesque mode. Furthermore, the Anabaptist movement
is no less of a monster for being so cruelly quashed. The
whole affair is just one unnatural and senseless spectacle
of death. Those forces used to recapture the town are
worked into such a frenzy that they do not pause to con-
sider their actions: ". . . nothing but stearne reuenge
in their ears, made them so eager that their handes had no
leasure to aske councell of their effeminate eyes" (240).
War is nothing but a grotesque and unreasonable
exaggeration of human animosity.

The description of the battle itself lacks the
humorous tone of Marignano, but the one amplification pas-
sage is marked by a surprising and paradoxical reaper image:

. .« « their swords, theyr pikes, their bills, their
bowes, their caleeuers slew, empierced, knockt downe,
shot through, and ouerthrew as manie men euerie min-

ute of the battell as there falls eares of corne
before the sythe at one blow . . . (240-241)
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The weapons wielded by the besieging force stand in direct
contrast to the pathetic instruments used by the Anabaptists.
Once again Nashe's simile (an echo of the earlier corn-
cormorant simile) tends to detract from the gravity of the
scene. In addition, the sheer exuberance of the phrase "as
manie men euerie minute," and the reaper-motif lend the
description an oddly festive tone which recalls the comic
grotesque of the danse macabre. Still, there is no need to
go too far. The battle certainly lacks the clear Rabelais-
ian vitality of the Picrochole War. This is due to Nashe's
satiric emphasis on religious fanaticism which alligns The

Unfortunate Traveller more with Grimmelshausen's Simplicius
38

But while

Simplicissimus than Gargantua and Pantagruel.
Nashe's language in the Munster episode is not as ludicrously
grotesque as it is in the Marignano description, there
nevertheless exists a humourous paradox in how the prayers of
the Anabaptists are heard: "God heard their praiers . . .
[but] It was their speedie punishment that they prayde for"
(239~-240). Lastly, however serious, Nashe cannot resist
word-play whenever the opportunity arises, as it does in the
second part of the amplification passage:

. . . yet all their weapons so slaying, empiercing,

knocking downe, shooting through, ouer-throwing,

dissoule-ioyned not halfe so manie as the hailing

thunder of the great Ordinance: so ordinarie at

euerie foot-step was the imbrument of yron in bloud,

that one could hardly discern heads from bullets, or

clottred haire from mangled flesh hung with goare.
(241)
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The scene itself is certainly not "ordinarie" but so great
in its horror that singularly each horror becomes common.
This stress on quantity, on details which drown in their
own abundance, is an important characteristic of grotesque
portrayals of war. In literature, this quantitative aspect
is usually expressed by the rhetorical device of amplifi-
cation (amplificatio). O'Connor's comment on the Munster
episode 1s a good summation of my own reading: "Although
in his description of the carnage Nashe tries to subdue
his sense of humor, a certain ghoulish hilarity emerges
in a rhetorical turn . . ."39
The lack of mirth in the Munster episode probably
reflects the fact that Nashe himself has come out from
behind the Jack Wilton persona. He seems to reassume the
persona just before the episode ends. After the long
exposition on fanaticism, the reader suddenly senses the
impatience of the merry narrator, Jack, to move on: "What
is there more as touching this tragedie that you would be
resolued of? say quickly, for now is my pen on foote againe"
(241). Further evidence to suggest that we have been
listening to Nashe himself and not his narrator is Jack's
crude adynaton or admission that the Munster affair is not
in his literary power to convey: ". . . for what with
talking of coblers, tinkers, roape-makers, botchers, and

durt-daubers, the mark is clean out of my Muses mouth" (241).

Nashe consciously shifts from his own straightforward tone
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back to the low style of his narrator and thereby softens
the bite of his criticism.

More important, Jack is a means by which Nashe can
comment indirectly on more immediate events than the battle
of Marignano and the Munster uprising. Thus in Jack's
rejection of the military career one may read Nashe's
ultimate indictment of armed agression: "With the tragicall
catastrophe of this Munsterian conflict did I cashier the
new vocation of my caualiership. There was no more honor-
able wars in christendome then towards" (241). The last
sentence is rich in implication. Nashe may be condemning
not only the civil wars in France but England's own
struggle against Spain for influence in the Low Countries
and elsewhere. The necessary disguise for such condemné—
tion contributes to the universality of the attack.
Consequently, the target of Nashe's satire is war which
comes from fanatical behavior. Because all men are
susceptible to extremes, victims who take revenge often
surpass the crimes of the initial aggressors. Therefore
as many deserve the satirist's scourge, so many, in a

sense, deserve compassion.

War and the Picaresque World

Much of the picaresque novelist's art lies in how

he arranges episodes to develop particular themes. We have
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seen how, in the first part of The Unfortunate Traveller,

Nashe treats the subject of war and the military in three
distinct phases (the simple jest, the grotesque battle,

aﬁd the universal satire). With Jack's series of jests we
see that the best soldiers are the most ruthless and that
the great majority are simple-headed fools. Our first
glimpse of battle only comes in the second episode in

which a grotesque spectacle of bloodshed suddenly appears.
Jack's indifference at Marignano is disturbing, and so our
attention is sharpened for the third episode. Here Nashe
provides an expository analysis of the military confronta-
tion, but one which is universal in nature. The facetious
.gives way to the serious, yet Nashe's satiric and rhetorical
humor continues to rear its head. According to one critic,
"our responses sﬁow us to be at the mercy of Nashe's clever

w40 It is precisely this "clever rhetoric" that

rhetoric.
clashes with the horrible subject of war.

But the disturbing effect of Jack's humor is only
one part of the grotesque. When a situation contains such
incredible violence, like the battle of Marignano, humor
can function as a psychological defense mechanism. Perhaps
the only way to retain sanity or to survive in the picar-

esque world is to adopt a comic-satiric vision. In his

study The Picaresque Novel, Stuart Miller makes this point

by associating Jack's "mirth" with the solace of wine—

"marry, the tauerne is honorable" (208):
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It is as though life were so ugly and horrible in its
chaos that the only thing to do is avoid looking at

it. It is as though even the tale were trivial, any
tale trivial, and the only things to do are to be witty
and get drunk. The Unfortunate Traveller is full of
sick Jjokes, full of attempts to make the horrible
funny. Jack the narrator keeps reality at a distance
with his wit, stylistic brilliance, and drink, because
reality is simply too horrible to contemplate
seriously.4

This Rabelaisian endorsement of drunkenness is, in effect,
a giving of oneself over to the chaos and disorder of the
world. Nashe's rhetorical humor mocks the capacity of
language to contain this chaos or express it truthfully.
Hence, the disorder of the world lives in the incongruity
of the narrative tone.

After the opening jests, The Unfortunate Traveller

presents a barrage of terrifying events: the sweating-
sickness, the battle of Marignano, and the Munster uprising.
Maria Gibbons sees the battle episodes as establishing a
pattern of polemic situations, the second of which merges
the subject (war) with the form (satire): "Thus polemic
situation follows polemic situation. The commentary [on
Munster ] becomes polemic as Wilton points up inconsistencies
in Anabaptist tenents and practices . . . not without

nd2 Gibbon's remarks

typical Wilton humour, of course.
remind us that the subject of war is a useful way to reflect
the fragmentation and conflict which mark the picaresque

world. As for the picaresque hero, he usually remains

indifferent to the greater conflicts and concerns himself
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only with personal survival—exactly as Jack does at
Marignano. While this selfishness is sometimes necessary
to escape certain situations, it also suggests why faction
and competing interests are never harmoniously resolved.
After one dispute is "blowen ouer" another arises. Turwin,
Marignano, and Munster establish-—early in the novel—a
pattern of military episodes which symbolize the brutality
and violence of the picaresque world.

To survive in such a world, the picaresque hero
must himself learn to be brutal, to fight vice with vice.
This cyclical and paradoxical structure resembles the
Renaissance view of the satirist as a "Tamburlaine of
vice." Following this line of reasoning, Jack Wilton
considers poetry to be the closest thing to "perfection
yet emberd vp in the breasts of mortall men" only because
"none more contemne the world" than poets (242). Not
surprisingly, when Wilton praises Aretino he uses satire's
conventional weapon imagery: "His pen was sharp pointed
lyke a poinyard. . . . With more than musket shot did he
charge his quill, where hee meant to inueigh" (264).
Attacking folly or imperfection is, paradoxically, the
nearest one gets to perfection.

Likewise, philosophy is also seen as a reaction to
the world's ills. This theme emerges in the fictitious
meeting that Jack has with Erasmus and More. Erasmus

writes a book "in commendation of follie" because he is
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tired of swimming against the stream or of advocating
reason. More envisages his Utopia because he sees that
"most common-wealths [are] corrupted by ill custome, &
that principalities were nothing but great piracies, which,
gotten by violence and murther, were maintained by priuate

vndermining and bloudshed" (245-246). Both Encomium Moriae

and Utopia are satiric, the first probably more than the
second, and demonstrate how polemicism or contention is the
life-blood of academia. Nashe's own role in the Marprelate
controversy is a good example of how tension can generate
art, especially satire. Attack-counterattack is not only
the rhythm of the picaresque world; it also describes

Nashe's situation while writing The Unfortunate Traveller.

The picaresque journey proper consists of the hero
becoming involved in a series of personal intrigues and
vendettas. For Jack Wilton, this only begins after the
Munster episode. From this point forward, Jack is a
principal part of the action. He travels to Venice with
Surrey and ends up in prison where he meets his courtesan,
Diamante. Once released, the threesome travels to Florence
where Surrey "enters the lists" to defend the honor of his
lady Geraldine. Nashe uses Surrey to parody idealized love,
but this "entering the lists" also conveys that close and
paradoxical relationship between love and war. The theme

was first sounded right at the beginning of The Unfortunate

Traveller when Jack refers to Henry VIII's successful siege:
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"Turwin lost her maidenhead, and opened her gates to more
than Iane Trosse did” (209). Doing combat is an emblem
of love. Surrey's ambiguous "mot" expresses the paradox
well, "Militat omnis amans" (273)—all lovers fight.
There is no better way to prove one's love—either for a
lady, a country, or a principle—then by being prepared
to do battle, and if necessary die, for it.

After Florence, Jack and Diamante move on to Rome
and get entangled in a typical series of up-and-down
adventures with the "notable Bandetto" Esdras of Granada,
the Jew Zadoch, and the concubine Juliana. Finally, they
escape to Bologna in time to witness Cutwolfe's execution
for the murder of Esdras. ' The crime can be viewed as a
scourge killing of one criminal by another. Cutwolfe him-
self emphasizes his role as a divine proxy and even basks
in its importance:

Reuenge is the glorie of armes, & the highest perform-

ance of valure: reuenge is whatsoeuer we call law or

iustice. The farther we wade in reuenge, the neerer

come we to § throne of the almightie. To his scepter

it is properly ascribed; his scepter he lends vnto man,

when he lets one man scourge an other. (326)
Cutwolfe sounds as self-assured as Marlowe's Tamburlaine.
His execution is related with the same kind of grotesque
similes as we saw in the description of the battle of
Marignano.

Although war itself only figures in the first part

of The Unfortunate Traveller, it contributes to our under-
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standing of the whole. Moreover, the importance of the
military tﬂeme is evident in how Nashe returns to it at
the end of;the novel. In the company of "his curtizan,"
Jack rejoins Henry VIII's camp. This time, however,

Henry's presence in France is a celebratory and peaceful

one, and The Unfortunate Traveller does close on a
T

positive no%e-—Jack's marriage to Diamante. But the
picaresque %orld remains bleak, and Jack's parting
conclusion bffers little hope: "Vnsearchable is the booke
of our dest&nies. One murder begetteth another: was neuer
yet bloud-shed barren from the beginning of the world to

this daie" (327). As it is with murder, so it is with war.

Ultimately,tThe Unfortunate Traveller contains a comic-
satiric vision which is part of the picaresque form. Man

is doqmed t? fall, but if he learns fast, he may rise
again—at l%ast temporarily. If evil exists to punish

evil, then %etribution cannot find a perfect balance and
Fortune's wﬁeel never stops. This cyclical sense of
inevitabili#y and repetition leans toward the comic, or as
Jack himself says, "He that hath gone through many perils
and returnej safe from them, makes but a merriment to dilate

them” (295) Hence, the comic grotesque mode seems suited

for the picaresque novel, just as some military involvement
|

on the partiof the hero seems appropriate for the picaresque

plot. We shall get another chance to test this hypothesis

when' we loo@'at~Roderick Random.
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| CHAPTER THREE:

BﬁRTON'S ANATOMY OF MELANCHOLY
|

War in the "Satyricall Preface"
]

Introduction

The Anatomy of Melancholy teems with ambiguity

and paradc)x.l Burton entertains one idea or theory only

to set it against its opposite. As his purpose varies

|
in The Anatomy, so do his opinions and feelings. Burton

himself récognizes this fluid approach in the Preface:

I did sometimes laugh and scoff with Lucian, and
satirically tax with Menippus, lament with
Heraclitus, sometimes again I was petulanti splene
cachinno [with mocking temper moved to laughter
loud], and then again, urere bilis jecur [my liver
was aflame with gall], I was much moved to see that
abuse which I could not mend.?2

Ultimately, these several moods lead him to argue
|
contradictory positions. The world is paradoxical; there-

fore, so must be his response.
|

S#nce The Anatomy is expository prose, the reader
can easilﬁ observe how Burton's mind operates. If there is
a dominan& rhythm in the work, then it would have to be the

‘
vacillati#n between the laughter of Democritus and the
tears of qeraclitus. This rhythm constitutes Burton's
essential reaction to the world, which is best understood

according@to the ambiguous form of the grotesque
-134-
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(see pp. 1-4 above). The fearful and the ludicrous are
both recojnized. Burton repeatedly discovers some human
absurdity or folly, explores its more serious manifesta-
tions in spme detail, and—after focusing on the extreme
cases—arrives at a point of giddy cynicism. The laughter
of Democrifus arises out of this scornful cynicism which
is a step beyond the merely serious. As Montaigne says

1ls

in his essay on Democritus and Heraclitus, laughter
more distaﬁnful, and condemns us more" than crying.
Inimy opinion, the tirade against war is an
important plimax in the "Satyricall Preface." Next to the
mass violence, death and misery of war all other human
follies seem petty. However, the tirade is only part of
Burton's argument that the world is now even madder than it
was when ngocritus lived: "Never so much cause of laughter
as now, ne#er so many fools and madmen" (I, 52). The notion
that civilﬁzation had gradually degenerated stemmed from an
emphasis o% the fallen nature of man. Human folly was
doomed to ¢ompound itself over time. Don Cameron Allen has
argued tha# this late-Renaissance theory about the degenera-
tion of ma# was ironically born out of the Renaissance
itself: “T$e essential causes of this pessimism may be
sought in ﬁany sources, but one of the basic carriers of
the infection was the body of conflicting philosophies that
i
the new le%rning had uncovered."4 For the pessimist,

knowledge fesolves nothing. It simply makes one more aware



136

of the degree of fragmentation in the world. After

cataloguing in general terms the "Many additions, much

increase of madness, folly, vanity," Burton concludes

by quoting Horace, "Si foret in terris rideret Democritus

[were Democritus alive, how would he laugh!l" (I, 53).5

IronicallyL one may assume that Democritus would laugh
even harde} for Burton than he did for Horace seeing that
man has deFenerated all the more sihce antiquity.

Before Burton launches into the tirade against

war, there|l is a long section on religious differences and

conflicts.i At one extreme are the Roman Catholics who
foolishly adhere to "such absurd and ridiculous traditions,"
while at t#e other are the Puritan dissenters who would
"rather lo%e their lives and livings than do or admit
anything p%pists have formally used" (I, 53, 54). Bud

Korkowski ?rgues that "religious fanaticism" is Burton's

central co#cern throughout The Anatomy,6 and he may well

be right insofar as religion is part of love-melancholy—
the subjec# of the Third Partition. But war, as we shall
see, is th% most horrible manifestation of this fanaticism.
For the moﬁent, it is enough to notice how Burton establishes
his rhetorical rhythm: "If Democritus were alive now, and

|
should but | see the superstition of our age, our religious

madness . + ." (I, 54). The sentence breaks off into a
|
long list of illustrations (half a page) and finally ends

by repeatiﬁg the original question: "what would he say?"
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(I, 54). Shifting to the Puritans, Burton uses the same

structure.' The opening, "Had he seen,’

long catalogue of Puritan fanaticism which culminates in

is followed by a

a restatement of the rhetorical gquestion: "what does thou
think Demo$ritus would have done, had he been spectator
of these tAings?" (I, 55).

The question leads right into the tirade against
war which %rows out of the encyclopedic exposé of fanati-
cism: "Wha¢ would he have said to see, hear, and read so
many blood* battles . . ." (I, 55). 1In spite of the fact

‘

that the tirade only covers a few pages, it touches upon
many of the satiric issues which tend to arise whenever
the comic grotesque is used to address the subject of war.
Burton's e‘pository prose cuts right to the heart of war's
abstract perplexities. The dominant rhetorical technique
of amplifi%atio is continued from the previous section.
According ﬁo the Renaissance handbooks on rhetoric, the
exact natuﬁe of Burton's kind of amplification would be
designated%as congeries:

An acéumulation of words and sentences with the same

meaning. Although the climax is not in this case

reached by a series of steps it is none the less

attained by a piling up of words . . . in congerieg 7

proper all the accumulated words have but one meaning.
Burton amplifies each satiric issue in his tirade against
war in this| manner. A single idea is represented by

several different images which embellish the idea but do

not develop| it.
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ThFre is, however, another form of amplification
known as i%crementum, in which each item is stronger than
the preceang one.8 Perhaps incrementum could be used to
describe tbe style of the tirade as a whole, since Burton
moves through three distinct stages which document the
degrees of|madness involved. First Burton points to the
various ho#rors and paradoxes of how wars are started and

\
conducted.k Then he attacks the heroic attitude toward

|
war which ﬁe finds madder than war itself. Finally he
\

condemns tﬁose who would go a step further and persuade
men that war is an expression, not just of heroism, but

of spirituél faith. The bellum sacrum or holy war is the
!

supreme maﬁness. As a whole, the tirade is nicely held
together bﬁ the trope, "How would Democritus laugh,"
| .
which also |defines the place of the tirade in the greater
|

structure 4f the Preface.
|

Horrors and Paradoxes of War

Th% first and longest stage begins with a simple

objective s&atement that spawns an absurd metaphor
reminiscent\of Nashe: "What would he have said to see,
hear, and rLad so many bloody battles, so many thousands
slain at onFe, such streams of blood able to turn mills"

(I, 55). TLe "so many thousands slain at once" is just

|
another imabe of the "bloody battles." It leads to the
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cliché, "streams of blood," which becomes more grotesque
with the phrase, "able to turn mills." This kind of

9 but

excessive metaphor goes back to the classical epic,
as a measure of degree, the "able to turn mills" has an
undeniably}irreverent ring.

Af%er these initial images, Burton delves right
into the r%asons for such bloodshed. He blames those few
who hold p?litical power. Two general causes are given
first: "un?us ob noxam furiasque [through the mad guilt of
one person], or to make sport for princes, without any
just cause+ (I, 55). Wars arise from the madness or
foolishness of national leaders. The "unius ob noxam
furiasque"%(Aeneid I.41) is the first in a series of
Aeneid quo@afions which Burton often cites out of context.
(In this c%se, the words are spoken by Juno who is referring

‘

to Ajax's #ttack on Cassandra in Pallas's temple during the
sack of Trqy. The act precipitated Pallas to cause the
destructio# of part of the Greek fleet and has nothing to
do specifiéally with war.) The idea of war as sport for
princes codveys the homo ludens mentality (see p. 7 above)

|
of those id power who care nothing about the masses under
|

their contr.T:ol.lO

Buﬁton then gives the reader one of his typical
encyclopedic lists of unjustifiable causes of war: "'for
vain titleé' (saith Austin), 'precedency, some wench, or

|
\
such-like tby, or out of desire of domineering, vainglory,
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malice, revenge, folly, madness'" (I, 55-56). As far as
I can tell,!this quotation is actually a paraphrase of
certain statements made by St. Augustine on war and man's
passion for' glory in the first five books of The City of

God.ll It is also, of course, a translation, and the Latin

in the marg%n (the Everyman edition includes the marginalia
at the end of each Volume) merely adds to the congeries
effect since nothing new is added: "0b inanes ditionum
titulos, ob| praereptum lLoeum, ob interceptam mulierculam,
vel quod e stultitia natum, vel e malitia, quod cuptido
dominandi, libido nocendi, ete." (I, 448). One can see how
Burton has #ctually expanded the Latin, turning "1ibido
nocendi" or;wicked desire into his own list: "vainglory,
malice, revdnge, folly, madness." The last two items, |
"folly" andé"madness," are really general categories as
opposed to %pecific images; so the list goes from the
general to ﬂhe particular and back to the general. The
final "madneﬁs" is fitting inasmuch as the whole tirade is
meant to pro&e that man is mad.

The Eecond half of the sentence emphasizes the
basic paradox that those who are responsible for the
occurrence o% war have absolutely no knowledge of what
battle is re%lly like. Here Burton's satiric mind takes
the helm and}the incongruity of the situation becomes
more ludicro@s:

. . . statesmen themselves in the meantime are secure
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at home, pampered with all delights and pleasures,
take their ease, and follow their lusts, not
considering what intolerable misery poor soldiers
endure, their often wounds, hunger, thirst, etc.,
the lamentable cares, torments, calamities, and
oppre§sions that accompany such proceedings, they
feel not, take no notice of it. (I, 56)

Morris Croll has made one of the most accurate

descriptioqs of how Burton's prose style functions:
. . . there is a characteristic order, or mode of
progression. . . . the first member is likely to be
a self-contained and complete statement of the whole
idea of the period. . . . the first member therefore
exhausts the mere fact of the idea; logically there
is nothing more to say. But it does not exhaust its
imaginative truth or the energy of its conception.
It is |followed, therefore, by other members, each with
a newltone or emphasis, each expressing a new 12
apprehension of the truth expressed in the first.

This multipﬁying of the single "fact of the idea" into a

plural "imaginative truth" or "energy" can be seen in

almost eVer& sentence that Burton writes. Taking the
passage quoked above, we have the single idea of the

. \

"statesmen . . . secure at home." Then we see the idea

mirrored inﬁvarious individual images of what it is to be
secure at h%me: to be "pampered with all delights and
pleasures,“ito “take their ease," and to "follow their
lusts." Beiind this colorful elaboration one can feel
Burton's indignation, or as Croll would have it, "the
energy" of the idea's conception. The same pattern is
recognizabl% in the second half of the contrast as the

soldiers' “intolerable misery" is multiplied into a series

of physical* and then mental, examples., Hence, as a

i
|
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rhetorical device, congeries is not a senseless repetition
but a colo%ful kaleidoscope of concrete images that have a
cumulativeieffect. Nevertheless, as we shall see, this
kind of in?enious amplification becomes comical when the
author's energy carries it too far.

Burton's disgust at the irresponsible few who cause
wars leadslhim into another barrage of abuse. The items

are small #nits and this accentuates the cumulative effect.

Terms such as “hair brain" and "green head" strike a

i
definite c&mical note. The sentence ends with another
reference ao the physiological or emotional disorder that
compels thﬁse few: ". . . to satisfy one man's private
spleen, luit; ambition, avarice" (I, 56). This reference
leads right‘to the next sentence in which Burton stresses
the physicap and mental health of those who die in wars, as
he continueF to develop the contrast: ". . . proper men,
well propor%ioned, carefully brought up, able both in body
and mind, sound, led like so many beasts to the slaughter"
(I, 56). BLrton's amplification is organically connected
to his them? for war may originate with a few mad "Hotspurs"
(I, 56), but it results in the untimely end for thousands
of perfectly "sound" men.

Bur&on then introduces the numerical statistic, the
"40,000 at @nce" (I, 56). Also at this point a reference

|
to Thomas More appears in the margin: Bellum rem plane

belluinam vgcat Morus, Utop. lib. 2" (I, 448). More called
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war "an ac?ivity fit only for beasts," and so Burton begins
to associate himself with the mainstream of Humanist
satire.l3 ‘His next point is that man seems to be in a
constant state of warfare: "At once, said I, that were
tolerable, but these wars last always, and for ages; nothing
so familiar as this hacking and hewing . . ." (I, 56).

The followﬂng expression, "ignoto coelum clangore remugit
[the skieslre—eche the unwonted noisel]l" (I, 56) sounds like
an epic moﬂif, yet I cannot locate the exact source.
Burton extepds the idea of the constancy of war to envision
it as ultim%tely destroying the world: ". . . they care not
what mischi%f they procure, so that they may enrich them-
selves for Fhe present; theg will so long blow the coals of
contention,atill all the world be consumed with fire"
(1, 56). ﬁowever, he does not dwell on the absurdity of
a ‘man-made %rmageddon; instead he bombards the reader with
statistics Which are meant to re-emphasize the grotesque
horrors of &ar.

Butiif this is Burton's real intention, then
something g$es amiss. First, the statistics are cited as
a pretense ﬁo factual truth. Imperfect in everything, man
is by naturé a pocr counter—not because 1+1 is not 2, but
because onegcannot abstract from reality without incurring
a loss. Even if 870,000 (obviously a rounded number)

Grecians dii die at Troy, the numerical figure does not

convey the reality of each individual death. How does one
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contain thp heart-rending cries of a dying soldier in a
number, or?the despair suffered by his family? It is
impossible, yet the desire for precision often leads to
statistical calculation. Bridget Gellert Lyons argues
that Burton is merely laughing at attempts to capture

numerical accuracy:

He [Burton] applies numbers, and the contradictory

authorities about them, to precisely the most

"doubtful" subjects, or those most incapable of
measurement—events of the remote past, for example,
or those of a semi-mythological character. . . .
Exactness, buttressed by authorities either included
in the text or in footnotes, is exaggerated to the
point |of mockery, and ridiculed further by _anti-
climactic phrases ("I know not how many").

The figures seem to be intended to overwhelm the reader,

but it is kaocritus Junior himself who is overwhelmed.
Anokher element which undermines the gravity of the

numerical b%rrage is the nature of certain statistics.

After consibering the hundreds of thousands of war
\

i

casualties,|who could care if "Sicinius Dentatus fought in

an hundred #attles, eight times in single combat . . . had
forty wounds before, was rewarded with 140 crowns" (I, 56)?
Democritus qunior (or Burton's fictional persona)
momentarily%becomes crazed with numbers for their own sake.
So what if ﬁSergius had 32 wounds" or if the siege of
Ostend saw ﬁ2,500,000 iron bullets shot of 40 pound weight"
(I, 56, 57)? Burton can also be shockingly blunt, "Ceasar

killed a miqlion," or sarcastically humorous, "Our Edward

the Fourth Jas in 26 battles afoot: and as they do all, he
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glories in it, 'tis related to his honour" (I, 56). 1In
the final Lnalysis, Burton's statistics speak their own
absurdity.i The tragedy of war is far more painful than
what can be conveyed with figures. One must remember,
however, that.Burton's real subject is the madness of man
in which h?, as Democritus Junior and author, shares and
which he a%knowledges: "I am as foolish, as mad as any
one". (I, 1#0). Hence it is only natural that his exposée’
of the madﬁess of war would itself be mad.

After the statistics, Burton repeats the question
to which he gave an answer at the beginning of the tirade:?
". . . what fury brought so devilish, so brutish a thing
as war fir#t into men's minds?' (I, 57). It is as though
Burton weré unsatisfied with simply assigning the guilt to
those in p?wer. There must be some corrupting force which

inclines m&n toward conflict. In the margin, Burton quotes

-—probably(from memory—-Erasmus's Dulce Bellum Inexpertis:
"Erasmus de bello. Ut placidum tllud animal benevolentiae
natum tam ferina vecordia in mutuam rueret periciem" (I,

a48) .13

He}translates the statement accurately in the
text: "Who %ade so soft and peaceable a creature, born
to love, meLcy, meekness, so to rave, rage like beasts,
and run on to their own destruction?" (I, 57). Burton only
answers thi% all=important question in the Third Partition.

The followi#g expostulations with Nature and God are also

reminiscent}of Erasmus (see note 15). There is no doubt
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that Burton wants to align himself with Humanists such as
More and E&asmus (especially the latter) both of whom
spiced their philosophy with humor.

One characteristic of the tirade is that the theme
of each stage is prepared for in the previous stage.
Anticipating his attack on war propaganda, Burton refers
*sarcastica}ly to soldiers as "these admired alone" (I, 57).
He then dr%ps the theﬁe and gives the reader two more
grotesque images of mass death: "When Rhodes was besieged,
fossae urbﬁs cadaveribus repletae sunt, the ditches were
full of de%d carcasses: and as when the said Solyman, Great
Turk, beledguered Vienna, they lay leve; with the tops of
the walls";(I, 57)7 These images clearly lack the festive
or Rabelai#ian tone which one detects in Marlowe and Nashe.
Instead th%y seem to be used solely to set up the derisive
climax: "This they make a sport of . . . to satisfy their
lust and spheen“ (I, 57). As the tirade progresses, it
also looks Lack to its previous arguments and images. Here
one recalls| the initial statement about how wars "make
sport for p%inces" again "to satisfy . . . private spleen,
lust, ambitﬁon" (I, 55, 56). Therefore not only are themes
anticipated} they are repeated as well.

Con%urrent with the restatement of the opening
theme is th% introduction of new material. In this sense,
the tirade %ay be likened to a sonata composition. New

subjects are constantly being introduced, then dropped,



147

and developed later when they are informed by the inter-
vening ma&erial. Here Burton, for the first time, refers
to the utter lawlessness of war: "God's and men's laws

are trampled underfoot, the sword alone determines all"

(X, 57). In a state of war, virtuous and sinful behavior
confusedly merge together: "dolus an virtus? quis in hoste
requirat? ﬁguile or valour? against an enemy, ‘tis all
onel" (I, ﬁ?).l6 War is a license to murder and commit

all kinds Ef crimes (see Erasmus, note 15). Burton returns
to this th%me latexr on.

Thé idea of civil war, or of one of a kind fighting
another of the same kind, is brought up in the following
sentence: #Nothing so common as to have 'father fight
against the son, brother against brother, kinsman against
kinsman, k#ngdom against kingdom, province against province,
Christiansjagainst Christians" (I, 57). With the obvious

exception of kingdom against kingdom, all these itemized

pairs invo#ve a filial or civil conflict. Disputes between
factions tﬂat share a common nature are frequent, as if
their very Fommonness puts a strain on the relationship
that erupts]into violence. Kinsman and fellow Christians
have expectpations of each other that are often not met.

0f course, ﬁn the brotherhood of man all conflicts, even

!
kingdom agaﬁnst kingdom, are of this nature for humanity

binds us al?.

Burton then catalogues the destruction and misery


http:trampl.ed
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which war%brings to the civilians. The list begins with
a general ﬁmage of waste: "Infinite treasures consumed,
towns burned, flourishing cities sacked and ruinated,
quodque animus meminisse horret [and what the mind
shudders to rememberl]"” (I, 58). This is one of the few
instances in the tirade when the Aeneid is dquoted
appropriat%ly; the line (Aeneid II.12) refers to the sack
of Troy. #he mind may shudder, but Burton wants to
remember iﬁ all: ". . . goodly countries depopulated and

\
left desolate, old inhabitants expelled, trade and traffic

delayed, maids deflowered" (I, 58). The general depopulation

image is followed by two much weaker images, one of exile
and the other of trade, and these in contrast give way to
the final ind shocking reference to rape. The innocent
civilians m%y suffer the most in the lawlessness of war,
because war&tends to license other acts of physical
aggression such as pillage and rape. Burton even invokes
the lamentapions of Hector's wife: “"chaste matrons cry out
with Androm%che, Concubitum mox cogar pati ejus, quz
interemit H%ctorem, they shall be compelled peradventure
to lie with\them that erst killed their husbands" (I, 58).

\
Raping the #omen of the vanquished seems to be a common

occurrence in war and a common subject in war 1iterature.l7

It is as ifithe female half of the enemy must be physically
|

mastered af%er the male.

Mor% lists of horrors follow accompanied by more
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Latin marg}nalia, but the central idea of how the unbridled
violence o# war devastates the civilians remains dominant.
Finally, wé come to a concluding statement:
. . . so abominable a thing is war . . . the scourge
of God, cause, effect, fruit, and punishment of sin,
and not tonsura humani generis [the mere pruning of
the human racel, as Tertullian calls it, but ruina
[its Qestruction]. (I, 58)
Divine retribution operates in the natural world to punish
|
man for hiﬂ sins. What is interesting about the above
passage is\that it reflects the Renaissance belief in the
self-contained order of the world. As "the scourge of God,"
war is the "punishment of sin," but according to Burton it

is also the "cause, effect, [and] fruit" as well. Because

God's laws are ignored for the laws of the sword, war does

'give rise tp sin (or is its "cause") in the form of

|
unjustified]murder, rape, and pillage. It is also the

"effect" orlconsequence of sin inasmuch as it originates
from man's %allen nature. Unable to control his passion
or to unify%his pluralistic views, man is doomed to engage
in physicalkcombat. Hence, war is the "fruit" of sin

because its]seeds are pride, envy, and anger. This cause-

effect ambiTalence combines with the armageddon image of
ruina to deéict man's ultimate self-induced punishment for
his own fol#y.

At #his significant point, Burton repeats the trope

that is the\keynote of the Preface: "Had Democritus been
|
\

present . . . (I, 58). What follows is another barrage of
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statisticsiand examples of man's inhumanity to man. These
examples, #owever, are all of civil wars and particularly
the civil %ars of the immediate past. One must remember
that, acco?ding to Burton, man has never been more mad
than now. First there are the sporadic wars in France
between the Huguenots and Catholics, "those abominable
wars——bell%que matribus detestata [wars, of mothers

|

loathed] " dI, 58). Despite Burton's attempt to deal with
more conteﬁporary conflicts, his classical quotations (here
Horace, ggég I.i.24-25) constantly recall the past in such
a way as t& undermine the immediate context of his argument
and replacegit with a more universal one. He follows up
his referenke to France's civil wars with one to England's
own War of ﬁhe Roses, but the idea of there never being so
much madnesF-—specifically civil war madness—as today is
again obscu%ed by a guotation from Lucan.

Bur%on goes on to rephrase the opening gquestion of
the Second fsalm ("heathen" is replaced by "Christian"):
", . . why #o the Christians so furiously rage?" Another
seemingly oﬁt of place Aeneid quotation follows: "Arma
volunt, qua#e poscunt, rapiuntque juventus? [Why do the
youth call éor war and rush to arms?]" (I, 58).18 This

denunciatiod of civil and Christian wars is close to the

argument made by Erasmus in Querela Pacis and Dulce Bellum

Inexpertis about the cruelty of Christians fighting

Christians &s being worse than that of pagans or even wild
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beasts.19

'Unlike Erasmus who develops a clear line of
argument, ﬁurton falls back into another list of examples
involving %ore statistics and authorities. Still the
sentence béginning, "I omit those French massacres . . ."
(I, 59), suggests again the direct influence of Querela
Pacis: "Missas faciam bellorum tragoedias."zo
The tirade then reaches another general

recapitulation of the main subject: "Is not this mundas
furiosus, ‘ mad world, as he terms it, <Znsanum bellum?
are not thése madmen . . ." (I, 59).21 Following what by
now should be a familiar pattern, Burton subtly introduces
his next theme in the middle of this recapitulation: ". . .
which leavJ so frequent battles-as perpetual memorials of
their madne@s to all suceeding ages?" (I, 59). The only
reason that\the reader is able to follow Burton through
his seemingﬁy endless examples and quotations is that the
subject rem?ins the same—the horrible paradoxes of war.
Here, howev%r, he shifts from the battle itself to the
erection of%battle memorials. In other words, Burton
finally movés from the madness of war, so madly explicated,
to the madn%ss of ennobling war. He marks this long awaited
progression\by restating the rhetorical formula which
represents ﬁhe confused response to the grotesque:

Would &his, think you, have enforced our Democritus to

laughter, or rather made him turn his tune, alter his

tone, ind weep with Heraclitus, or rather howl, roar,

and tear his hair in commiseration, stand amazed; or as
the poets feign, that Niobe was for grief gquite
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stupefied, and turned to a stone? (I, 59)

Our concerp is not whether or not Democritus would laugh
but whether or not the reader of the tirade would laugh. If
he has been able to feel the emotional impact of all the
misery which Burton outlines, then he would probably "howl"
and “"roar" or at least "weep with Heraclitus." But madness,
although p%tiful, will often strike one as being ludicrous
and so migﬁt the tirade strike the reader. It is difficult
to respondiemotionally to any battle to which Burton refers
because he:refers to so many in such a short span. Burton's
"energy," as Croll describes it, takes over and the reader's
attention fpcuses on the madness of the tirade, or as Burton
"himself wouﬁd call it—on the overshooting. This tendency
to go too f%r is always humorous. But if the reader laughs,
his laughte% will almost certainly be clouded by a sense of
horror. The overshooting Burton may appear as a rhetorical
clown, yet Fhe subject remains terrifying. Hence, the

ludicrous form releases tension while the fearful content

restores iti
\
|

Gre#ter Madness—the Soldier as Hero

|
Eveﬂ though the tirade is thus far full of rhetorical

|
excesses, B@rton maintains that he is only warming up to his

subject: "I Pave not yet said the worst, that which is more

absurd and mbd « « +" (I, 59). The subsequent Erasmus

|
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quotation refers to war but it also describes the three
stages in éurton's tirade: "quod stulte suscipitur, impie
geritur, misere finitur [begun in folly, continued in

n22 The first stage explores

crime, and‘ended in miseryl.
the utter foolishness of war. The second, as we shall see,
addresses itself to the crime of promoting war as a means
of proving heroism. And in the last stage, Burton claims

|
that insteaﬁ of obtaining spiritual grace in the so-called
holy war ma# can only damn himself.

Froﬁ the beginning Burton's main concern has been
with the absurdity and madness of war—greater now than
ever before, By dwelling on these two aspects, he tends
to stress tﬂe ludicrous. ‘In the second stage of the tirade,
however, thﬁ sarcasm becomes more pronounced and so does
the humor. \It begins with a declaration of the specific
subject and E curious admission that there is such a thing
as a just war: "Such wars I mean; for all are not to be
condemned, a% those phantastical anabaptists vainly
conceive" (IL 59).23 "Such wars" refers back to the Erasmus
gquotation (“#egun in folly . . ."). The indirect remark
about just W$rs ("not to be condemned") is made only in
passing as Burton continues with those begun in foolishness,
but it distu&bs the logical flow of the tirade and begs for
further explﬂcation. None is forthcoming. Both the

|

"phantasticay anabaptists" and the expression "Christian
\

tactics" in tbe next sentence anticipate the spiritual
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dimension of Burton's indictment of war, which only comes
in the thiLd stage. The subject of the second stage is
well expre#sed by the sarcastic epigram: "to be a soldier.
is a most %oble and honourable profession" (I, 59).
Bufton first points to the irony of how human arts
and institutions are upheld by "warlike virtues" but then
attacks thp crimes which are done in the name of these
virtues: "!alour is much to be commended in a wise man;
but they mistake most part" (I, 59). Extreme in everything,
Burton then launches into an encyclopedic list of the most
abusive mi@applications: "they term theft, murder, and
rapine, vﬂrtue, by a wrong name; rapes, slaughters, massacres,
etc." (I,§59). This idea is colorfully expanded when Burton
quotes Poﬁtus Heuter:
They (commonly call the most hair-brain bloodsuckers,
strongest thieves, the most desperate villains,
treacherous rogues, inhuman murderers, rash, cruel
and dissolute caitiffs, courageous and generous spirits,
heroical and courtly captains, brave men-at-arms,
valiant and renowned soldiers, possessed with a brute
persuyasion of false honour. (I, 59-60)

The sarcastic harangue continues in the marginal Latin.

Just when the tendency to overshoot threatens to
explode i‘to utter hilarity, Burton remembers his argument
and takes‘the next logical step, "By means of which it came

to pass .

. «" (I, 60). The misrepresentation of military
valor bec?mes the bait by which innocent men are lured away
from thei3 families only to engage in horrible crimes.
Ultimately, wars owe their magnitude to the promotion of
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false ideals.

Mu&h of the humor in Burton's tirade emanates from

his inclin&tion to emphasize the absurdities of a para-

doxical siﬁuation as opposed to its tragic aspects.

Furthermore, his goal is to condemn, which he does, but the

tendency of the reader is to laugh at the exuberance of his

indignatio?. We still hear the cliché about how handsome

men look i? uniform or how splendid a military parade is.

Even though the profession of soldier often degenerates

into the most despicable lawlessness, it attracts by

appearing

in the most brilliant dress and awesome discipline.

Military m?rches, complete with inspirational band-music,

are deadly, snares. Burton captures this sense of military

appeal whep he rolls together the following heart-thumping

images and‘tops them off with a reference to Darius's army
|

marching tb Issus:

drums
banne
motio
of co

marching bravely on, with a cheerful noise of
and trumpets, such vigour and alacrity, so many
rs streaming in the air, glittering armours,

ns of plumes, woods of pikes and swords, variety
lours, cost and magnificence, as if they went in

triumph, now victors to the Capitol, and with such

pomp
at Is

Burton may
universal

Th
proceed ta

points the

as when Darius' army marched to meet Alexander
sus. (1, 60)24

ibe long-winded but he does see through to the
paradox.
ere is also a marked tendency in Burton to

the extreme case. Illustrations of serious

reby begin to resemble caricatures. On those who
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are victimﬁzed by the idea of valor, Burton cites
Barletius:
Void Lf all fear, they run into imminent dangers,
cannon's mouth, etc., ut vulneribus suis ferrum
hostium hebetent [to blunt the enemy's sword on their
own flesh], saith Barletius, to get a name of valour,
honour and applause, which lasts not neither, for it
is but a mere flash this fame, and like a rose <intra
diem ung@ extinguitur, 'tis gone in an instant.
(II 6}0)
The end of the passage introduces the idea of mutability.
Burton uses every argument that he can think of to debunk
|
the heroig attitude , and the ephemerality of fame is just
one of them. Of course one may assume from his former
point that such fame is often based on a false sense of
valor. It is as if Burton were making a desperate appeal
to those %ho could not, or refused, to see the emptiness
of milita%y heroism. His argument runs something like
1
'There is|no such thing as valor, and even if you are
considered valiant, it will not last.' Hence the reasons
against heroism may sound contradictory because they are
constructéd for a variety of readers.

B$rton is persuasive in showing that not only is
war mad b*t man's attitude toward war is madder, and his
success c#mes largely from his own exuberant rhetoric.
Although ﬁany of Burton's ideas are common in the

|
Humanist #radition, his excessive style seems to be an

improvisaFion on the ingenuity of Humanist rhetorical forms.

In Encomium Moriae for example, Erasmus takes the ironic




157

stance of Qraising folly to satirize the world. Similarly

in The Anaéomy, Burton piles up mounds of erudition to
T

demonstrat# how more foolish the world has become since
antiquity,jand this cumulative mode swells into its own
foolishness. As a satirist, Burton sees his role as
expanding ancient condemnation to all guilty parties past

and presenF, which is what he does in the following passage:

Alexander was sorry because there were no more worlds
for him to conquer; he is admired by some for it,
animosa vox videtur, et regia, 'twas spoken like a
prince; but as wise Seneca censures him, 'twas vox
inquigsima [sic tniquissimal et stultissima, 'twas
spoken like a bedlam fool; and that sentence which
the same Seneca appropriates to his father Philip

and him, I apply to them all. (X, 60)

26

Seneca's censure is overstated. Nevertheless, the idea

that Alexa#der was great only in his bloodthirsty madness

27 Burton's "like a

was a familiar one in Roman times.
bedlam foo‘" lends a more pronounced humorous tone to his
indictment! which aligns it more with that in Juvenal's
Tenth SatiFe than Seneca's. Like a true scholar, Burton
builds on the work of previous authorities and logically
i

extends Seheca's censure "to them all" or to anybody who
would mourn the fact that there were no more wars in which

heroism could be practised. The condemnation of the

heroic attitude peaks with this all-inclusive statement.

Supreme Madness—the Holy War

Tﬂe last part of the tirade presents the final
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argument that the so-called holy war is the ultimate act of
human insanity and contradiction: "Which is yet more to be
lamented, #hey persuade them this hellish course of life is
holy, they promise heaven to such as venture their lives
bello saar& [in a sacred war]" (I, 60). These propagandists
go beyond ﬁhe physical world, to which valor and honor

belong, anj prey on man's spiritual anxieties. In Burton's

view, war is perversely said to be a means of expressing

|
one's spiritual faith.

His first example consists of the "modern Turks"
who encourage their people to fight the infidels because
"if they die in the field, they go directly to heaven, and

shall be c#nonized for saints,’

by the exclamatory, "O diabolical invention!" (I, 61). For

and this is simply followed

some reason, Burton does not mention the Crusades. One
‘

would not ﬁind this omission so odd if Burton were not the
kind of author who seems intent on including everything.

He especiaply condemns those who record certain wars as
"holy" becguse, by doing so, they mislead future generations
into believing that a holy war is possible. The concept of
the holy war is refuted with the scourge theory: ". . . wars

are the scourge of God for sin, by which he punisheth mortal

men's peevishness and folly" (I, 61). Therefore, the holy

war is noq just a distortion of the truth but its exact

opposite.i Rather than a means to prove faith in God, war

serves as |a punishment for not having true faith. We have
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seen how quton also called war the "effect" of sin; to
represent %omething which is sinful as being sacred is the
worst contradiction.

Once again Burton cites various authorities and
utilizes amplification to drive his point home, but the

ludicrous shines through as it does so often in The Anatomy:

. « . I know not how many besides of old,were deified,
went this way to heaven, that were indeed bloody
butchers . . . such as were desperate in wars, and
precipitately made away themselves (like those Celts
in Damascene, with ridiculous valour, ut dedecorosum
putarent muro ruenti se subducere, [so that they
thought it] a disgrace to run away for a rotten wall,
now ready to fall on their heads), such as will not
rush on a sword's point, or seek to shun a cannon's
shot, are base cowards, and no valiant men. (I, 61)
The series . ends with a recapitulation of the falseness of
military valor. To Burton, extreme acts of spiritual or
|
heroic demonstration often appear as nothing more than
mindless fanaticism. In the above passage he effectively
illustrates the fuzzy difference between bravery and
stupidity.
At this point the tirade begins to draw to a close.
Burton jumps from the ludicrous portrait of men choosing to
allow a wahl to fall on them, rather than risk being thought
cowards, to an epic description of the consequences of such
choices: “#y which means, madet orbis mutuo sanguine, the
earth wallbws in her own blood, saevit amor ferri et

scelerati ﬁnsania belli [a mad lust for war with all its

horrors is| rampantl" (I, 61).28 War can never be purely
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ridiculous so Burton's tirade is never without its serious
overtones.J The epic references emphasize the gravity of
Burton's sﬁbject and give it a larger-than-life context.
Although war may be absurd and mad, it remains ambivalently
ludicrous and fearful according to the form of the grotesque.
Finally, Burton draws an ethical conclusion. State
institutions not only legitimize murder but encourage it
during a tEme of war: ". . . if it be done in private, a
man shall Fe rigorously executed, 'and which is no less
than murde& itself; if the same fact be done in public in
wars, it is called manhood, and the party is honoured for
it'" (I, 61). Like Erasmus, Burton believes that a true
spiritual bonscience should override such artificial
sanctions.
84 ends the tirade against war. The idea of war
as a prom&tion and celebration of murder by the state
expands into a general argument against legalized crime.
Theft, whﬁn practised by those in high office, is honored
as politi#al shrewdness while those who are forced to
steal in érder to survive are executed. There is, however,
a vast difference between theft and mass murder. Whatever
corruptio# Burton goes on to expose in society, it somehow
seems petﬁy in comparison to the suicidal madness of war.
This is n$t to say that the rest of Burton's "Satryicall

Preface" #s frivolous. His subject is human folly in all

its degreés and shapes. As the Preface continues, the
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reader beg}ns to see more of the folly of the narrator,
Democritustunior, and the external examples become less
important.‘

Of course the tirade itself overflows with
rhetorical amplifications and quotations as if the narrator
cannot control his own knowledge or rage. Furthermore, the
reader senses that Burton—1like the propagandists he derides
—is inexpertus when it comes to war, for he only knows it
secondhand}from Humanist tracts and the classics. Instead
of being shbjected to a penetrating analysis, the folly of
war is documented all too well with more evidence than
necessary. Perhaps the most striking paradox on Burton's
part is not expressed in the tirade but toward the end of

the Preface. After citing so many examples of human folly

and vice, Burton concludes that man needs another good

whipping:‘"We had need of some general visitor in our age,
ﬁhat should reform what is amiss; a just army of Rosy-cross
men, for they will amend all matters (they say), religion,
policy, m#nners, with arts, sciences, etc.; another Attila,
Tamerlane4 Hercules . . ." (I, 96). To understand Burton's

|
comic grotesque vision of war, one must ultimately see how
\

war fits into the general scheme of The Anatomy.
|

War in the First Partition: Melancholy in General

|

|
As Nashe's Jack Wilton saw the origin of folly in
|
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man's fall [(see p. 105), so Burton sees the origin of

melancholyJ Knowledge bestows sorrow as well as laughter,

but we areicontinually reminded throughout the Renaissance
(particulaﬁly by Burton) that the weeping of Heraclitus and
the derision of Democritus are closely connected. Both are
responses to the consequences of man's fallen nature,
including qragmentation and dissension.

In the First Subsection of the First Member of the
First Section of the First Partition, Burton recalls the
scourge theory of war: "'Are you shaken with wars?' as
Cyprian well urgeth to Demetrius . . . ''tis all for your
sins'" (I,‘l3l). He goes on to emphasize that man is his
own worst %nemy, "every man the greatest enemy unto himself"

‘

(;, 136). our fallen nature gives rise to every Tamburlaine
who turns about to whip us for our evil actions which, of
course, al%o come from our fallen nature. This merging of
cause and effect means that some kind of self-contained
order exis%s, and its cyclical quality becomes obvious in
how Burton}dissects melancholy. Certain passions produce
melancholyiand melancholy, in turn, produces the same
passions. | For example, sorrow and fear are both labeled
as "cause Pnd symptom" (I, 128). When cause and effect
intermingl%, it is difficult to exercise any control over
them. ‘

We}have seen how Burton discusses war as a

manifestatiion of an inner human condition (to satisfy the
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spleen of ? few), and so war is intricately related to
|
melancholy, Hence, one can deduce Burton's implied views
about the former from his explicit statements on the latter.
There are two categories or "General" causes of melancholy:
"Natural" and "Supernatural." To avoid getting bogged down
in Burton's methodology, let us say that the subdivisions
under "Natural" deal largely with passions arising from
either external or internal sources and being either
\
necessary Fr unnecessary. The list of necessary passions
|
reads like!an amplification of the seven deadly sins.
i
These are passions which everybody suffers from in some
degree. Therefore, that which causes a petty squabble
between twp neighbors may also cause a war between two
nations inpsmuch as political leaders have recourse to
military aFtion. Some of Burton's anecdotes portray war
as a grote%que consequence of childish emotions:
When Richard I and Philip of France were fellow-
soldiers together at the siege of Acre in the Holy
Land, and Richard had approved himself to be the
more valiant man, insomuch that all mens eyes were
upon him, it so galled Philip . . . that he cavilled
at all his proceedings, and fell at length to open
defiance; he could contain no longer, but hasting

home, invaded his territories and professed open

war.{ (I, 268)

Once morefBurton's satiric tone gains momentum. In the
next subs%ction on "Anger," he sums up man's pitiful

record: "Look into our histories, and you shall almost
meet with€no other subject but what a company of hare-

\
brains have done in their rage" (I, 270). What a ludicrous
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and low opinion of man's past!

Buéton goes on to describe the general and
inescapable discontent that plagues mankind. The human
predicament consists of a constant restlessness between
desire and fear, and in this scheme one catches a glimpse
of the cyclical theory of war:

Many men are of such a perverse nature, they are well
pleased with nothing (saith Theodoret), "neither with
riches nor poverty . . . prosperity and adversity;
they are troubled in a cheap year, in a barren; plenty
or not plenty, nothing pleaseth them, war nor
peace|. . ." (I, 275).
There can be no permanent happiness in the physical world.
Nor can the most powerful armed force secure any such
happiness. All must suffer fortune's downward swing,
including Vorld conquerors:
He that erst marched like Xerxes with innumerable
armies, as rich as Croesus, now shifts for himself
in a poor cock-boat, is bound in iron chains with
Bajazet the Turk, and a footstool with Aurelian, for
a tyrannizing conqueror to trample on. (I, 276)
One conqueror falls to another, demonstrating the ultimate
vanity of human wishes, as Juvenal documents in his Tenth
|
Satire (11.96-187). Physical power can defeat everything
except its\own dynamic fallibility. The greatest empires
|
are doomed‘to crumble, and even the greatest conqueror is
|
doomed to Fe depressed when, like Alexander, nothing
remains to| be conquered.
ThF distinctions between the passions which arise

necessaril& from our fallen nature and those which are
|
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contingent| on external factors is nothing more than a
differenti%tion between the universal and the particular.
In short, burton first says that all men are miserable and
then shows‘how one specific man may be made miserable. The

usefulness of such a distinction in The Anatomy is dubious,

but it helps explain the grotesque response. Although
there is sbmething ludicrous about the universal efforts of
men to attain an unattainable happiness, one is inclined to

view individual misery in a more tragic light. In a

Subsection| entitled "An Heap of other Accidents causing

" Burton includes

Melancholy, Death of Friends, Losses, etc.,
horrific scenes o0f slaughter and destruction having to do
with Burbonius's sack of Rome (I, 363), but satiric
indignation is replaced by genuine pity for the innocent
victims. [For all his ludicrous rantings about how insane
war is:inthe abstract, Burton tries to remind his reader
that the concrete reality is pure hell. This distinction
between the general absurdity and particular tragedy
explains dany of the paradoxes in Burton's thought.

There is an important physical cause of war, and of
melancholf, which is considered completely apart from the

‘

passions. | This is no less than Burton's worst evil

throughout The Anatomy—idleness. Here the anatomical

discussion is extended to the body politic, and what applies
to human qhysiology is transposed to the nation:

\
In a |commonwealth, where is no public enemy, there is,
|
|
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likely, civil wars, and they rage upon themselves:
this body of ours, when it is idle and knows not how
to bestow itself, macerates and vexeth itself with
cares, griefs, false fears, discontents, and
suspic¢ions; it tortures and preys upon his own
bowels, and is never at rest. (I, 243-244)

By "public enemy" Burton probably means some form of
foreign war or foreign enemy which would be "common" to the
commonwealth. Nothing binds people together as well as a
|
mutual enemy. All aggressive feelings within the nation
may then b‘ directed outward. As we saw in our previous
discussion | of this philosophy (see pp. 66-67 above), the
idea of a %oreign war as healthy exercise was endorsed by
Bacon and many other Renaissance writers.29
Burton mentions one possible "Supernatural" cause

of war which has a symbolic significance. Wars may be
instigated by devils so that the devils can "feed on men's
souls" (I, 187). The idea of subsisting on war was seen
in Jack Wiiton's satiric nature (see p. 109 above), which
was likeneﬁ to "a Crowe that still followes aloofe where
there is c?rrion.“ The satirist and the figure of Satan
share one #mportant characteristic—Dboth live off the fallen
nature of %an. But Burton's variation onr the food-chain
motif diff%rs from the Rabelaisian in that it passes beyond
the physic%l to the spiritual sphere:

Elementa sunt plantis elementum, animalibus plantae,

hqminfbgs.animqlia, erunt et homines aliis, non autem

dits, | nimis enim remota est eorum natura a nostra,
quaprEpter daemonibus [minerals are food for plants,

plants for animals, animals for men; men will also be
food for other creatures, but not for gods, for their
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for devils]; and so, belike, that we have so many
battles fought in all ages, countries, is to make
them 'a feast, and their sole delight. (I, 187)

War and death are here viewed in a festive sense as an
extension of the physical cycle. Burton does not endorse
the theory that devils feed on the souls of the dead, but
the theorﬁ none the less reflects an order similar to that

30 Even in the most horrendous

of the Chain of Being.
images of |death there exists some regenerative force. But
as spirit$al representatives, the "devils" themselves
possess no positive attributes. Unlike Wilton's jests—
another scourge—there 1is not even anything humorous

about them. Ultimately, Burton bids us to understand these
evil spirits in a traditional Christian context. Even if
we are free from sin and do not deserve the scourge of war,
evil spir‘ts may send one for "'tis to exercise our
patience; for as Tertullian holds, Virtus non est virtus,
nist comp%rem habet aliquem, in quo superando vim suam
ostendat kvirtue is not worthy of the name till it has

overcome an antagonist worthy of its steel]" (I, 202).

|
This spir#tual dialectic is at the basis of Christian grace.

War in the Second Partition: Cure of Melancholy
|
In the Second Partition, Burton offers a number of

cures for melancholy. He also outlines the cyclical theory

of war. ?he two are connected for we need not fret over
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what is inevitable. On the contrary, the cyclical patterns
in life may be celebrated.

Thé first step in Burton's:- argument is to classify
war as a "general" discontent or grievance along with
"plagues, dearths, famine, fires, inundations, unseasonable
weather, epidemical diseases" (II, 127). General grievances
will occur sooner or later; they constitute "a common
calamity,!an inevitable necessity" (II, 128). But one may

find it ludicrous to associate the unavoidable nature of

war with that of "unseasonable weather." Burton uses the
idea of inevitability to yoke the high with the low. Here
we see evidence of Burton's flexible attitude toward the
world. In one breath, he can talk of war as the worst
crime in wuman history and in another it becomes something
as unfortdnate as a rainy day:
. . J we have Bellona's whips, and pitiful outcries,
for epithalamiums; for pleasant music, that fearful
noise of ordnance, drums and warlike trumpets still
sounding in our ears; instead of nuptial torches, we
have firing of towns and cities; for triumphs,
lamentations; for joy, tears. So it is, and so it
was, and so it ever will be. (ITI, 128)
Positive ﬂmages alternate with the negative ones in a
rhythm which reflects the cyclical nature of the world.
i
Like a suﬂmer shower, war is "inevitable, it may not be
avoided, %nd why then shouldst thou be so much troubled?"
(IT, 128). Instead of long digressive sentences full of
i
examples,}Burton uses the short epigrammatic statement:

"Thy lot #s fallen, make the best of it" (II, 131).
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Truth is blunt, unqualified.

But it is important to note that this line of
argument does not lead to pure Stoicism. Burton blurts,
"Don't fret."with the certainty that man cannot help but
fret. He gives us reasons why we should not succumb to
despair but knows well enough that we will despair. His
logic may‘be comforting and may even temporarily cure our
melancholy, but we will never be immunized against the
melanchol#c temperament. And so the Christian view of
life as aitest of human virtue returns: "We are sent as
so many soldiers into this world, to strive with it, the
flesh, the devil; our life is a warfare . . ." (II, 132).
Man is doqmed to fall, yet man must try to remain upright.

B&rton's cyclical theory of history is borrowed

|
from Mach#avelli's Florentine History: ". . . virtue and
|

prosperitf beget rest; rest idleness; idleness riot; riot
destructi?n: from which we come again to good laws; good
laws engehder virtuous actions; virtue, glory, and
prosperitY" (II, 155). Other versions of the cycle are
documente# above (see pp. 21-23). Burton reflects his
own obses%ion with "idleness" as man's worst enemy. In
periods o% prosperity, man is liable to be lazy in
guarding $imself against pride and envy. Hence war often
comes as % surprise and pitches the unprepared into a fit
of melanc#oly. Burton offers advice in the form of a

Venetian motto: "Happy is that city which in time of
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peace thinks of war" (II, l87).3l Nobody should enjoy the

benefits of peace and prosperity without the fear of losing
them. This is the same no-win situation described earlier.
To lack is to be miserable for want; to have is to be
miserable for fear of loss.
Finally, man need not fret too much over this
|
dilemma. %e should get busy with something to avoid
melancholi# meditation which can only drag him further
\
into despair. To meditate is to stop and Burton believes
in motion::
The heavens themselves run continually round, the sun
riseth and sets, the moon increaseth and decreaseth,
stars and planets keep their constant motions, the
air is still tossed by the winds, the waters ebb and
flow,ito their conservation no doubt, to teach us
that Ve should ever be in action. (1T, 69)
Always rea#y with practical suggestions, Burton recommends
|
all kinds #f possible hobbies, sports, and pastimes.

Tennis, hunting, fishing, walking and travelling are just
a few. For those who would rather watch than participate,
there is the pleasurable role of the spectator. But this

line of argument leads to one of the most startling

paradoxes @n all of The Anatomy:

What so pleasant as to see some pageant or sight go
by, as at coronations, weddings, and suchlike
solemnities, to see an ambassador or a prince met,
receiyved, entertained with masks, shows, fireworks,
etc. 'To see two kings fight in single combat, as
Porus| and Alexander, Canutus and Edmund Ironside;
Scanderbeg and Ferat Bassa the Turk; when not honour

alone| but life itself is at stake. . . . To behold a
battle fought, like that of Cressy, or Agincourt, or
Poictiers, qua nescio (saith Froissart) an vetustas
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ullam proferre possit clariorem [than which I doubt
if antiquity can show any more glorious]. (II, 76-77)

That Burton enjoys fireworks we can accept, but that he
|

would also find a battle entertaining is outrageous
considering the tirade against war in the Preface. Of
course combat here becomes sport, and Burton's reference
to the fijht between "Breaute the Frenchman, and Anthony
Schets a Dutchman, before the walls of Sylvaducis in
Brébant, Jnno 1600" (II, 77) sounds like some modern
commentatqr on a boxing match.

Still this homo ludens attitude grates on the reader
after Burton's lengthy exposition on the horrible absurdity
of war. 1In fact, enjoying a good war fought between men is
something [which Burton attributed to evil spirits in the
First Partition: ". . . wars are procured by them [evil
spirits], |and they are delighted perhaps to see men fight,

as men aré with cocks, bulls and dogs, bears, etc."

(I, 198).  Human curiosity or what can be called spectator

entertainment is marked by a sadistic element. Furthermore,
one cannot be a proponent of the war-as-game theory and a
moral phi}osopher at the same time. In light of this,
however, Qe may understand Burton's paradox. As a moral
philosoph#r, Burton believes that war is a criminal folly
and oughtito be condemned. Yet as a practical therapist,

he recogn#zes that by watching spectacles such as a war an

individuai may alleviate his melancholy. Burton does not
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try to be all things at once. Nor does he seem to mind
the paradoxes which arise from his many roles. Instead of

weakening The Anatomy, this chameleon-like flexibility

contributeL to the richness of Burton's book. Diversity
and contradiction reflect man's world more accurately

than any one single vision.

War in the Third Partition: Love Melancholy
\

Th% Third Partition deals specifically with love-
melancholy. One of the major themes in the Partition 1is
the curious relationship between love and war, or between
Venus and Mars. Burton argues that "love and hatred are
the first %nd most common passions, from which all the
rest arise, and are attendant” (III, 11l). According to him,
there are khree kinds of love: "natural, sensible, and
rational" (III, 15). "Natural love" is defined in
conjunctiop with its opposite: "Natural love or hatred is
that sympa&hy or antipathy which is to be seen in animate
and inanim;te creatures, in the four elements . . . as a
stone to th centre, fire upward, and rivers to the sea"
(111, 15).1 "Sensible love is that of brute beasts,” and
"rationalflove . . . 1is proéer to men" (III, 16). The
sensible QS purely of the body or instinct, while rational
love invoHVes the intellect or higher faculties of men.

\

Burton's real topic is rational love, which can have either
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"Profitable, Pleasant, [or] Honest" objects (III, 18).
When an hogest object—such as virtue or wisdom—is lacking,
this love is doomed to break out "into enmity" and "open
war" (III, i29). Because human love is seldom perfectly
honest, the opposite passion of hatred is often aroused.

Burton elaborates this idea in his discussion of
charity. +e claims that the object of "charity" may be
compoundediof all three kinds: profitable, pleasant, and
honest. T? die for love of country may be spoken of as
most honesé, "Dulce et decorum pro patria mori ['tis sweet
and honourable to die for one's country]," but it is of
"little worth" if it "proceed not from a true Christian
illuminate? soul" (III, 31, 32). Consistent with the harsh
satire of #he Preface, Burton goes on to expound upon how
far the na%ure of man is from such pure Christianity:
"_ . . our whole life is a perpetual combat, a conflict, a
set battlei a snarling fit" (III, 35). He then follows
his tendenpy for extremes and derides the most grotesque
manifestatﬁons of love—the wars of religion, which are
perfect in#ersions of charity: ". . . when we see and read
of such cr#el wars, tumults, uproars, bloody battles, so
many men slain, so many cities ruinated . . . so many
murders an@ massacres, etc., where is charity?" (III, 38).
In Burton'% eyes, man is more mad than evil since he is
not even a%are of what he is doing for the sake of love.

Nuﬁerous examples of the contradictory nature of
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love occur throughout the Third Partition. Discussing its
negative sgmptoms——specifically love's connection to pain—
Burton repeats the old maxim: "For love'is . . . a warfare,
militat omnis amans [every lover is in the wars]" (III, 149).
When he turns to the positive symptoms, he praises the fact
that love ‘ives the soldier more courage in battle:

"Castilio thinks Ferdinand King of Spain would never have

conguered Tranada, had not Queen Isabel and her ladies been

present at|the siege" (III, 173). Burton himself is well

aware of the paradox: "As it [love] makes wise men fools,
SO many times it makes fools become.wise“ (III, 172); and
he continually reminds his reader of it: "Love is the son
of Mars anF Venus; as he hath delights, pleasures,
elegancies‘from his mother, so hath he hardness, valour
and boldness from his father" (III, 162). Love rules the

cyclical nbture of the world: birth-death, construction-

destructiob:

Love indeed (I may not deny) first united provinces,
built/ cities, and by a perpetual generation makes and
preserves mankind, propagates the Church; but if it
rage, it is no more love, but burning lust, a disease,

fren:y, madness, hell. . . . It subverts kingdoms,
overthrows cities, towns, families, mars, corrupts,
and ﬂakes a massacre of men . . . (III, 49)

|

Hence much of the Third Partition deals with ways to prevent
\
love from(degenerating into "lust" or "frenzy."
R#ligious melancholy is a subspecies of love

melanchol#. In the final section of The Anatomy, Burton

|
poses the‘ultimate eschatological questions, to which he
\
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offers limited answers according to the human predicament.
He also repeats his views—in scathing terms—on the

|
absurdity aﬁd criminality of conducting armed aggression

|
in the namq of God. Love of the deity is at the root of
more physical violence than the love between the sexes,

and Burton |is not sure of how to respond to such "a
stupend, v?st, infinite ocean of incredible madness and
folly . . . such comedies and tragedies, such absurd and

ridiculous |. . . that I know not whether they are more to

be pitied or derided" (III, 313). The extremes of human
superstition are mad enough, but, as in everything else, it
is the fragmentation which produces a variety of forms and

conflicts That is most lamentable (see III, 336).

At

'the beginning of the Subsection on "Symptoms,"
Burton rec#lls the rhetorical formula from the Preface to
express wh#t we referred to earlier as the grotesque

response——?hat perfect suspension between the fearful and

ludicrous: | "Fleat Heraclitus, an rideat Demoeritus? in

attemptingfto speak of these symptoms, shall I laugh with

Democritus@ or weep with Heraclitus?" (III, 346). Burton

is near thF end of his long study and still cannot respond

one way orjthe other. The possible extremes, however,

remain the same. When he sees "a priest say mass, with all

those apisp gestures," he is moved to laughter, but when he
\

sees "so mﬁch blood spilt, so many murders and massacres,

SO many cﬂuel battles fought, etc., 'tis a fitter subject
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for Heraclitus to lament" (III, 346). Having dissected the
paradoxicalinature of love, Burton picks up from where he

left off inithe Preface. Wars, waged to demonstrate a love
of God, epiiomize the terrible paradox at the heart of man,

and Burton [cannot say it enough times:

concord, no greater discord than that which proceeds
from religion. It is incredible to relate, did not
our daily experience evince it, what factions . . .
have been of late for matters of religion in France,
and whiat hurly-burlies all over Europe for these many
years., . . . NoO greater hate, more continuate, bitter
faction, wars, persecution in all ages, than for
matters of religion; no such feral opposition, father
against son, mother against daughter, husband against
wife, city against city, kingdom against kingdom . . .
(III, 348)

For thE first, which is love and hate . . . no greater

Amplificatipn and repetition express how strongly Burton
feels abouq his subject. Ironically, these techniques can
easily be Jsed in excess and produce a ludicrous effect
which is tﬂe opposite to the author's intention.
Considering man's past record of conflict, Burton

cannot preiict anything more optimistic about the future.
But his ardument is not simply that, human nature being
what it is, one cannot expect otherwise. Rather he seems
to uphold the idea of the inevitable scourge with its self-
perpetuati%g evil. Wars are caused by man's sinful folly
and are al%o meant to be a punishment for that folly:

What is it that hath caused so many feral battles to

be fojght, so much Christian blood shed, but
superstition? . . . . there is a general fault in us

all, and something in the very best, which may justly
deserze God's wrath, and pull these miseries upon
our h

ads. (III, 372-373)
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Burton's beliefs seem to lie completely on the side of
inevitable‘punishment, but just as the reader begins to

see a defibite position emerge, Burton marks the extreme

case and swings back the other way. If superstition is
our love fpr God gone mad, then it is within our power to

regain our| senses and—to an extent—correct our excesses.
\
. | . . .
There WLll‘always be religious differences but we need not

kill each Fther over them. This is what Burton suggests as

a cure for religious melancholy in the next Subsection—a

degree of religious toleration. Fearful of extremes,

Burton does not believe in complete freedom to choose and

practise any faith whatsoever. People should be gently

coaxed tojard the right religion: "The medium is best, and

that which Paul prescribes (Gal. vi,I): 'If any man shall

fall by occasion, to restore such a one with the spirit of

meekness,jby all fair means, gentle admonitions . . .

(IxI, 378).

In spite of the horrible numbers of people

slain for}religious differences, Burton none the less feels

that one ﬁust exercise some demonstration of faith which

includes taking an interest in the spiritual life of one's
|
neighbor. | Man may be a foolish and pugnacious creature,

but that is no reason for him to become an atheist:

When those bloody wars in France for matters of
religion (saith Richard Dinoth) were so violently
pursued between Huguenots and papists, there was a
company of good fellows laughed them all to scorn for
being such superstitious fools . . . Such loose
atheistical spirits are too predominant in all
kingdoms. (ITI1I, 379-380)
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The nonbeliévers represent an extreme backlash to the
"superstitious fools" and irreverently scorn all spiritual
matters. (
Fu*ther on Burton takes a new course by citing the

cyclical t%eory of the Peripatetics (Aristotelians):

And b‘cause, according to their tenents, the world

is eternal, intelligences eternal, influences of stars

eternal, kingdoms, religions, alterations shall be

likewise eternal, and run round after many ages;

Atque| iterum ad Trojam magnus mittetur Achilles

["Onc% more to Troy shall great Achilles be sent"

.« o e (ITI, 386)
The line, "Atque iterum ad Trojam magnus mittetur Achilles,"
is taken from Virgil's "Messianic" Eclogue IV (i. 36), in
which a sepond golden age is prophesied. When it comes to
theories about the world, Burton is pragmatic above all else.
If apprehensions about war are particularly depressing to an
individuaﬂ, that individual can benefit from the thought
that such}matters are destined to come and go, and therefore
he need n#t fret. But if an individual embraces such a
concept o#ly to go to the other extreme of absolute
indiffereﬂce, he should reverse his thinking and have some
concern f#r the events around him. For Burton, a balance
between the neurotic and the lackadaisical is the ideal
state . %ence, individual subscription to one theory or
the otherishould be fluid according to the individual's
need. Thé cyclical view of war will help cure a phobia,

while the scourge theory of war will put the fear of God

back into}the "loose" atheist.
|
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With this in mind, one is in a better position ﬁo
understand how Burton treats the question of justifying
God's waysKto man: "Why doth He suffer Turks to overcome
Christiansﬁ. . . and so many such bloody wars, murders,
massacres, plagues, feral diseases? (III, 417). Again
two extremés are outlined. On the pessimistic side, there
are those *ho cannot believe in God's providence. They
see only the work of the devil in themselves and others.
Also on th? pessimistic side are those who fret too much
about whet$er or not they will be saved. The common fault
here seemsi to lie in allowing the general situation to
cast a shaﬁow of doom over one's individual fate. Much
evil has b%en committed and there are those who are sure

to be damnid, but God can only require that each one repent

for his own sins: ". . . stay thyself in that certainty of

faith; letfthat be thy comfort, Christ will protect thee"

(ITT, 420).. Even if the virtuous are caught by God's

scourge, Qhey will eventually be delivered into a happy
afterlife$ On the optimistic side, there are those who
believe tdat God will forgive all: "The world shall end
like a coqedy, and we shall meet at last in heaven, and
live in bﬂiss together" (III, 423). This sense of ensured
salvationican too easily be used to sanction evil on earth.
There mayibe something inevitable about the occurrence of

war, but ?ne must not use this idea to justify waging a war.

TTe scourge theory of war resembles the punitive
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function qf satire. There is nothing like a good whipping
to put th% fear of damnation back into mankind. The
cyclical &heory of war lends itself to the comic
reconcili;tion; all will follow a predictable pattern and
work itself out in the end. Burton is somewhere in between
the two, in no man's land. Man should not be over curious
about the‘mechanics of salvation. If he has lived a
morally s#und life, he should not fear but put his trust
in God. ‘s for God's ways, they are as paradoxical as

the world: "God often works by contrarieties, He first
kills and then makes alive" (III, 428). Like everything
else, war{is part of this inscrutable process. The world
is in con%tant motion, and hence our response to it should

|
also be dynamic: Heraclitus's tears or Democritus's
|

laughter.




NOTES TO CHAPTER THREE

1 For an excellent analysis of the nature of
paradox and its uses in The Anatomy, see Rosalie L. Colie
Paradoxia Epidemica (Princeton: Princeton University Press,

1966), pp. 431-458.

2 Robert Burton, The Anatomy of Melancholy,
3 vols., ed Holbrook Jackson (1932; rpt. London: The
Everyman Library, 1968), Vol. I, p. 19. All references
are made to this edition and included in the text.

3 Michel de. Montaigne, "On Democritus and
Heraclitué," in The Complete Works of Montaigne, trans.
Donald M. Frame (Standford: Standford University Press,
1948), p. 221.

4 Don Cameron Allen, "The Degeneration of Man and
Renaissance Pessimism," Studies in Philology, 35 (1938),
206.

5 Epistles II.i.194.

| .
6lBud Korkowski, "Genre and Satiric Strategy in
Burton's Anatomy of Melancholy,” Genre, 8, No. 1 (1975),

74-87. 7

7iLee A. Sonnino, A Handbook to Sixteenth-Century
Rhetoric (London: Routledge & Kegan Paul, 1968), p. 56.

8iSonnino, pp. 111-112.

9 In the Aeneid X.24, the Teucrians "iZnundant
sanguine gossas [flood the trenches with gorel]." Virgil,
vol. II, vols., trans. H. Rushton Fairclough, Loeb
Classical Library, rev. ed. (I 1935, II 1934; rpt. London:
Heinemann, I 1965, II 1966). All references to Virgil are
made to these volumes and included in the text.

l% One might recall the reason that Tamburlaine
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has for attacking his ally, Cosroe: "Techelles, take a
thousand horse with thee / And bid him [Cosroe] turn back
to war with us, / That only made him king to make us sport."
Christopher Marlowe, Tamburlaine the Great, Part One, ed.
Una Ellis-Fermor, rev. ed. (London: Methuen, 1951), II.v.
99-101.

1} The "inanes ditionum titulos" or "for vain
titles" might come from St. Augustine's criticism of the
Roman consuls (Bk V.xii). I cannot locate "praereptum
locum" anywhere. (Rather than St. Augustine, the "inter-
ceptam mulierculam" may have been inspired by Horace:
"econnus taeterrima belli / causa [a wench was the most
dreadful cause of war]," Satires I.iii.l07-108—in Horace:
Satires, Epistles and Ars Poetica, trans. H. Rushton Fair-
clough, Loeb Classical Library, rev. ed. (1929; rpt.
London: Heinemann, 1966).) The "vel quod e stultitia natum,
vel e malitia" may have been based on St. Augustine's "vel
malitia vel miseria"™ (Bk IIL.xxv). The "cupido dominandi"
and "libido nocendi" or some combination of these terms
is the most common reason which St. Augustine gives for
war (see Bk II.xxv; Bk III.xiv,xvi; Bk V.xii,xiii,xvii,
xix,xx).  St. Augustine: The City of God, Vols. I and II,
Loeb Classical Library, Vol. I trans. George E. McCracken
(1957; rpt. London: Heinemann, 1966), Vol. II trans.
William M, Green (London: Heinemann, 1963). All references
are to thtse volumes.

1 Morris W. Croll, Style, Rhetoric, and Rhythm,
ed. J. Max Patrick and Robert O, Evans (Princeton: Prince-
ton University Press, 1966), p. 212.

lb More's statement is worth quoting more fully
because it introduces a question that concerned many of the
Humanists, like Erasmus, and later satirists, including
Rochester| and Swift—are men superior to beasts? "Bellum
utpote rem plane beluinam, nec ulli tamen beluarum formae
in tam asstiduo, atque homini est usu . . . [War, as an
activity ﬁit only for beasts and yet practised by no kind
of beast so constantly as by man . . .]." Utopia, in
The Complete Works of St. Thomas More, Vol. IV, trans. G. C.
Richards,&rev. and ed. Edward Surtz S.J. and J. H. Hexter

(New Haven: Yale University Press, 1965), pp. 198-199.

The most detailed analysis of Humanist (More,
Erasmus, Colet, and Vives) anti-war writing is Robert P.
Adams, The Better Part of Valor (Seattle: University of
Washington Press, 1962).

lf Bridget Gellert Lyons, Voices of Melancholy,
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(London: Routledge & Kegan Paul, 1971), p. 137.

The exaggeration of statistical data is a common
theme in satiric and comic treatments of war. Marlowe's
Tamburlaine abounds with numerical references which verge
on the ludicrous; see especially Part Two III.v.32-59.
Rabelais obviously exaggerated the number of casualties
inflicted by Friar John on Picrochole's army—13,622;
see Gargantua and Pantagruel Bk I.xxii.

Perhaps the best example occurs in the opening
scene of Plautus's The Braggart Warrior. Pyrgopolynices
asks his servant, Artotrogus, to tally the number of men
he has slain:

Art. . . . (calculating) One hundred and fifty in
. Alicia. . . . a hundred in Jugotheevia. . . .
- thirty Sardians. . . . sixty Macedonians—
that's the list of men you slew in a single
day, sir.

Pyrg. The sum total being what?
Art. Seven thousand, sir.

Pyrg. (reflecting) Yes, it should come to that.
Your computation is correct.

See Plautus, Vol. III, trans. Paul Nixon, Loeb Classical
Library (1924; rpt. London: Heinemann, 1950), pp. 128-129.
St. Augustine also mocks historians who attempt to be
statistically accurate about wars; see The City of God

Bk III.xxvi: "Whose eloguence can cope adequately with the
facts, thel number and the horror of their acts of brigan-
dage, and,| soon to follow, the wars waged stoutly by the
pirates."

lP Desiderius Erasmus, Dulce Bellum Inexpertis,
in Opera Omnia, Vol. II (Hildesheim: Georg Olms Verlags-
buchhandlung, 1961), p. 951F: ". . . ut placidum 2llud
animal, quod natura paci benevolentiaeque genuit, quod
unum omnium saluti prodidit, tam ferina vesania, tam
insanis tumultibus in mutuam rueret perniciem."

In fact, Burton probably owes more to Erasmus's
Dulce Bellum Inexpertis and Querela Pacis (Opera Omnia,
IV, pp. 626-642) for his anti-war views than any other
classical or Humanist writer. Bruce MacFarlane Chapin
makes a passing reference to this in his dissertation,
"Robert Burton and Renaissance Satire," Columbia Univer-
sity, 1974, pp. 106-107. However, it would be useful to
list a few specific examples. In Dulce Bellum Inexpertis,
Erasmus is especially horrified at how Christians could
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fight among themselves. He also calls war sheer madness
and Alexaqder the Great crazy for regretting that there
were no more kingdoms for him to conquer. There is even
an expostulation with nature on the subject of man. In
both Dulce Bellum Inexpertis and Querela Pacis, one finds
the statement that the Christians are worse in their wars
than the pagans, and that war is nothing but legalized
murder. %n the latter work, one also finds the argument
that the princes are the real cause of war and that there
is such a |thing as a just war. All of these ideas, as
we shall see, are present in Burton's Anatomy.

he English translations which I have used are
for Dulce Bellum Inexpertis, Margaret Mann Philips, The
"Adages" of Erasmus (Cambridge: University Press, 1964),
pp. 308-353; and for Querela Pacis, John P. Dolan, The
Essential |[Erasmus (New York: New American Library, 1964),
pp. 174-204.

\

lq Aeneid II.390. I am indebted to Arthur R.
Shilleto for the identification of many of the classical
allusions; see his notes to The Anatomy of Melancholy,

3 vols. (London: Bohn Popular Library, 1923), Vol. I,
pp. 58-65.

17 As Nestor rallies the Greeks in the Iliad:
"Wherefore let no man make haste to depart homewards until
each have |lain with the wife of some Trojan, and have got
him requital for his strivings and groanings for Helen's
sake" (II.354-356). Homer: The Iliad, Vol. I, trans. A.

T. Murray, Loeb Classical Library (1924; rpt. London: Heine-
mann, 1965).

lq Aeneid VII.340. The line is actually not an
interrogative but the call of Allecto which commences the
Latin War: "arma velit poscatque simul rapiatque iuventus
[In the same hour let the men crave, demand, and seize the

sword!]."{

19
See especially Dulce Bellum Inexpertis, pp.
961F-963A, or Philip's translation, pp. 333-335; and Querela
Pacis, pp. 633A-634A, or Dolan's translation, pp. 188-190.

2q Querela Pacis, p. 633A. "I will not recall the
tragedies jof antiquity™ (trans. Dolan, p. 188). This is
a rhetorical technique known as "Occupatio——That which is
told by prietending to omit it," see Sonnino, p. 259. St.
Augustine luses the more serious kind of rhetorical omission
(adynatonnvﬂuulhe repeatedly claims that the horrors of war
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are beyond his power to convey in words (see The City of
God Bk III.xiv,xix,xxvi; Bk IV.ii; Bk XIX.vii).

- Burton's reference to "our gunpowder machinations"
(I, 59) is similar to Erasmus's "Tartareis machinis" and
"bombardas" (Querela Pacis, p. 6343).

21 The "he' may refer to Virgil: “"<insania belli"
(Aeneid VII.461l)—a line which Burton quotes later on, see
note 28.

22 I cannot find the exact source for the Erasmus
quotation and suspect that it must be a paraphrase of
Querela Pacis or Dulce Bellum Inexpertis. Shilleto
attributes it to the former, but I cannot find the precise
expression anywhere in Querela Pacis.

2% Burton describes what he means by a "just" war
in more detail later in the Preface (I, 106-107) when he

imitates More and gives his own brief sketch of a utopia.

24 This description calls to mind Albrecht Altdor-
fer's painting, "The Battle of Issus," which depicts both
Alexanderﬂs and Darius's armies in exaggerated brilliance
and density. Upon closer examination, however, one notices
that beneath the bright and orderly lines of troops are
dark pict?res of fierce combat and mangled bodies. This
contrast is Burton's essential point: beyond the appear-
ance of military heroism is the despicable reality. See
Albrecht Altdorfer, Die Gemalde (Minchen: Hirmer Verlag,
1975), plﬁtes 50a-50f.

2$ Shilleto suggests that Burton may have had
Jaques's famous "All the world's a stage" speech in mind
from Shakespeare's As You Like It: ". . . a soldier . . .
sudden anﬁ quick in quarrel, / Seeking the bubble reputa-
tion / Even in the cannon's mouth” (II.vii.l49-153).

26

" The Latin "vox inquissima [sic iniquissimal] et
stultissima" seems to be Burton's. His marginal note refers
to "De benef. 1ib. 2, cap. 16." See "De Beneficiis,"

VII, in Seneca: Moral Essays, Vol. III, trans. John W.
Basore, Loeb Classical Library (1928; rpt. London: Heine-
mann, 1964), pp. 460-463. A harsher criticism of Seneca
can be found in Seneca's "On the Value of Advice," VCIV, .

in Seneca: Epistulae Morales, Vol. III, trans. Richard M.
Gummere, Loeb Classical Library (1917; rpt. London: Heine-
mann, 1962), pp. 50-53.
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27 See Juvenal, "The Tenth Satire,”™ 11. 168-173;
and Lucan,JThe Civil war X.23-46.

28:Aeneid VII.46l. Shilleto gives this reference
and also notes that the first Latin phrase is gquoted
verbatim from Cyprianus ad Donatum.

29‘But the idea is much older than the Renaissance.
In The City of God, St. Augustine endorses Sallust who
blamed the Roman civil wars on the fact that her foreign
enemy, Carﬁhage, had been annihilated (see Bk II.xviii).

301St. Augustine also employs the demon-as-scavenger

motif in connection with war and joins it to the idea of
play: ". . |. the great abundance of dying men that enriched
the gods oé the lower world put them too in the mood to
enjoy sport, though, to be sure, the venomous wars and
blood-stained quarrels, accompanied by deadly victories,
now on one side, now the other, themselves provided great
sport for demons and rich banquets for the nether gods"

(Bk III.xv#ii).

\
3l}The inscription is probably adapted from

Vegetius's [De Re Militari (Prologue to Book Three):
"Qui desidirat pacem, praeparet bellum" [Let him who desires-
peace, pregare for war]."” The Oxford Dictionary of
Quotations, 3rd. ed. (Toronto: Oxford University Press,
1980), p. %56.




‘ PART TWO: PRELIMINARIES

Fama ferebat enim diffusa per oppida nostra
Extremum genti classe venire diem.

Atque metum tantum concepit tunc mea mater,
Ut pareret geminos, meque metumque simul.
|

Foﬁ Fame now raised and scattered through the land
News that the day of judgment was at hand,

Which struck so horribly my mother's ear 1
hat she gave birth to twins, myself and fear.

Th#mas Hobbes apparently wrote the above lines to
describe the circumstances of his birth, which occurred on
Good Fridaj in 1588. Fear of an imminent invasion by the
Spanish pr%cipitated his mother's labor. So as.fear and war
had something to do with bringing Hobbes into the world, so
they also ﬁad something to do with giving birth to his
pessimisti? view of mén. The Civil War between the Cavaliers
and Roundh%ads certainly played a large part in creating that
enlighteneq cynicism which colors much Restoration and
Eighteenth+Century English Literature. Hobbes's famous
statement #n Leviathan (1651), "that during the time men
live witho#t a common power to keep them all in awe, they
are in tha? condition which is called war,"2 must have
seemed, at%the time, more like a glib comment on the

philosophy

previous tTn years in England than a piece of abstract
+ Leviathan may have enabled its author to return
!
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to Cromwely's England in 1651, but as John Aubrey points
out, Hobbe% himself eventually remained a favorite of
Charles IIiand fitted in easily with the Restoration wits:

His Méjesty . « « was always much delighted with his

[Hobbes's] witt and smart repartees. The Witts at

Court were wont to bayte him. But he feared none of

them, |and would make his part good. The King would

call him the Beare: Here comes the Beare to be bayted.
Although tﬁe more serious members of the court and govern-
ment feareﬂ Hobbes's philosophy almost as if it were the
antl—Chrlsﬁ this welcome among the Restoration wits
reflects t#e greater welcome of his secularism by the age.
Moreover, ﬂt is not merely coincidental that satire and
science beqame two of the most popular diversions in
Augustan E#gland. Both depend on sharp observation of the
external w&rld, and if the scientific approach led to
rational c#nicism.then satire could not be far behind.
Hobbes's bélief that the natural state of man was one of
warfare fo%med the premise for much of the bitter disillu-
sion expre%sed by the Augustan satirists.

Thé two Renaissance attitudes which explained war
as either ?art of an inevitable cycle or a scourge from God
were no loiger enough. Even the opening of Clarendon's
The Historj

these two attitudes, smacks of the scientific approach:

of the Civil Wars, as much as it seems to blend

I say, though the immediate finger and wrath of God
must be acknowledged in these perplexities and

distractions, yet he who shall diligently observe
the distempers and conjectures of time, the ambition,

pride, and folly of persons, and the sudden growth of
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wickedness, from want of care and circumspection in
the first impressions, will find all this bulk of
misery to have proceeded, and to have been brought
upon us, from the same natural causes and means which
have usually attended kingdoms swoln with long plenty,
pride land excess, towards some signal mortification,
and castigation of Heaven.?

As Sir Geo#ge Clark says in War and Society in the Seven-

teenth Cen&ury, "Seventeenth-century writers . . . took a
I
6

rationalisﬁ view of war." Naturalistic and spiritual
attitudes #ended to come together under the broad heading
of deism. ‘There were many shades of deistic belief, and
it may be ﬁaid that Alexander Pope inadvertently expressed

mainstream | deism when he entertained the following gquestion

in An Essa? on Man:

Who knows but he, whose hand the light'ning forms,
Who heaves old Ocean, and who wings the storms,
Pours fierce Ambition in a Caesar's mind, 7
Or |turns young Ammon loose to scourge mankind?

Voltaire, Who epitomizes the enlightenment, shows that

Hobbes's b#eak view of the human race and war continued

well into #he eighteenth century. In his Dictionnaire

Philosophi%ue, Voltaire begins his entry under "Guerre"

with the sﬁatement, "Tous les animaux sont perpetuellement
en guerre” | [All animals are perpetually at war]. He goes
on to call‘war "le partage affreux de 1'homme" [the dread-

ful lot of man] and "un fléau inévitable" [an inevitable

scourge].8 Hence, a rationalist approach could range from

|
the atheistic cynicism of some Hobbesians to the noncommit-

tal suggestiveness of Pope.
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So@e consensus, however, did exist about how the
English vi#wed their Civil War. As with all conflicts of
that kind,iit brought home the tragic sense of loss and
destructioh; again one might cite Pope: "A dreadful Series

of Intesti#e Wars, / Inglorious Triumphs and dishonest
Scars."9 ?ut this may have made the English feel closer
to the Freﬁch or the people living in the German states
insofar as‘both these groups had suffered £hrough civil
wars which %vere fomented by religious zeal. Nobody could
remain exeﬁpt for mankind was thought by many to be
naturally predisposed toward fragmentation and dissension.
At least tpe vi 1lous sects and conflicts which grew out of
the Reform%tion——Counter Reformation made this pessimistic
view tenabﬁe.

On; indication of how this particular theme of
internal strife permeated Augustan consciousness is the
popularity of Samuel Butler's political satire Hudibras
(1663-1678P. To deride the Puritans in the condemnatory
spirit of khe time, Butler exposes their own inner
dissension:

For now the War is not between

The Brethren, and the Men of sin:

But Saint and Saint, to spilllBhe Blood,

Of| one another's Brotherhood.

Sir Hudibras and Ralpho, who represent the Presbyterian and

Independen& causes respectivelty, are constantly squabbling

after the @odel of Don Quixote and Sancho. Of course the
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Hobbesian &iew of man as naturally existing in a state of
war was quﬁckly forged into a sweeping indictment of the
human race@ In "A Satyr against Reason and Mankind" (1679),

the Earl oE Rochester wrote a scathing attack against "that

11 Roch-

vain animap / Who is so proud of being rational."
ester's arbument that human passion ruled reason far more
than vice wversa, a position which Swift also holds, constit-
utes an in&eresting undercurrent in the enlightenment.

Inian age given to satire, one would expect there
to be a prkvalence of the grotesque as well since the two

12 Mikhail Bakhtin argues that

are so closely connected.
after the ?enaissance the grotesque lost its living tie

|
with folk culture and became far more formalized in terms

13 The sheer vitality of

of literar& genres and tradition.
Nashe's grotesque language disappears as Neil Rhodes

concludes at the end of his study, Elizabethan Grotesque.14

Instead of balance between saturnalian and satiric elements,
the groteséue of the Restoration and eighteenth century
seems to b@ heavily slanted toward the satiric. For
Bakhtin, tﬁe saturnalian element was the positive pole of
the groteshue, which had its life in folk culture, and when
this was l@st, it was replaced in the post-Renaissance

"by moral %ententiousness and abstract concepts."15 One

|
certainly Feels this with Swift, but Sterne shows us the

] . ‘ - . »
positive qr regenerative power of laughter in Tristram
|

Shandy. 1
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Related to this break with the language of folk
culture is the call by Thomas Sprat and the Royal Society
for a prOQe which was scientific, clear, and concise. The
ornamentaﬂ prose of the Renaissance, which lent itself to
rich and aolorful amplification, was no longer part of the
rhetoric #f the grotesque. Hence in Swift, Smollett and
Sterne, one finds that the grotesque depends much more on
the abstr#ct paradox and the odd shocking image. There is
still somq rhetorical amplification, but rather than a
series of elaborate metaphors or similes one is more apt
to find enumerations of single items.

Sqience had a far more important effect on war than
it did on%the language of the grotesqde. Rapid improvements
in war te#hnology and corresponding revolutions in war
strategy ﬁarked the beginning of so-called modern civiliza-
tion. Noﬁ surprisingly, the horrific implications of
devising #etter engines to cause mass destruction and death
became a dentral concern in the eighteenth century's comic
grotesque;treatments of war.

JQnathan Swift's Gulliver's Travels may still

contain the greatest indictment of war technology, because
it remindé us of how much the human intellect is in the
service o# fear. The subject of war is addressed in all
four Part# of Gulliver's Travels and hence works to unify

\
the work.! The Lilliputian-Blefuscudian war is as ludicrous

to Gulliv#r as human wars are to the King of Brobdingnag,
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because war will always appear childish to those who
possess a‘greater perspective. A greater perspective
results iﬁ a more humanitarian attitude. Therefore as
Gulliver refuses to act as a secret weapon for the Emperor
of Lilliput, so the King of Brobdingnag refuses to hear
Gulliver'é method of producing gunpowder. The human fascin-
ation with military parades is a theme in Parts I and II
and reaches a climax in Part III when, on the island of
Glubbdubdrib, Gulliver summons up ancient military heroes
in scenes{of pomp and magnificence.

Tﬁe most scathing and direct attack on modern human
warfare c?mes in the Voyage to the Country of the Houyhnhnms.
War enginTs are not products of pure reason but‘of a faculty
that is u?ed only to magnify the Yahoo's natural vices.

Fear corrﬁpts all, and Gulliver is banished because the
Houyhnhnmg fear that he may organize the other Yahoos with
this grot%sque faculty. Gulliver represents the predicament
of man's &ahoo-Houyhnhnm duality. His natural vices combine
with his ﬁmperfect rudiments of reason and pose a greater
threat th%n if he had no reason at all.

While the comic grotesque treatments of war in the
Renaissan‘e seem to display a rhetorical incongruity,

|
those of the eighteenth century seem to focus on an abstract
|

incongruiky. The Cartagena expedition in Smollett's

Roderick Pandom dramatizes the horrible and seemingly hope-

less taskfof the medical unit which must deal with countless
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numbers ofiwounded men. Grotesque battle scenes reminiscent
of Nashe @ix with a political satire against the management
of the exﬁedition by General Wentworth and Admiral Vernon.
Like Nash‘, Smollett is writing very much in the picaresque

tradition. Random's reason for joining the Picardy regi-

ment in Fﬂance is exactly the same as Jack Wilton's for
enlisting at Marignano—it represents the only available
means of self-support. Smollett uses Random's experience
in the French army to mock the superficiality of the
common soldier who believes that he is contributing to the
glorifica#ion of his monarch. Wars may arise because two
princes c#nnot control their passion, but they develop into
grotesque |affairs by the willingness of the people to give

their lea#ers unquestioned allegiance.

Laurence Sterne's Tristram Shandy portrays war's

abstgact %ncongruities in a most entertaining way. The
novel's g&od—natured humor and engaging characters are
unforgettable. Uncle Toby delights in reproducing, as
exactly as he can, Marlborough's actual campaigns. This is
enough to}remind the reader that the bowling green diversion
is not pu%e fantasy but is tied directly to the real battles.
War may d#sfigure, even endanger, the human race, but Sterne
believes in laughter and love—the true forces of life.

Very much under Burton's influence, Sterne holds a dynamic

and cycli#al view of human affairs. There will be war and

there wili be peace, and everything is big with jest if we



195
can but fipd it out. As an emblem of love, the war wound
is a groteLque mystery. Uncle Toby is very proud of his,
but it alm@st costs him his life before he escapes from
death's re#ch on his hobby-horse.

Thé climactic affair with the widow Wadman is
related en%irely in the language of love militancy. This
reminds thg reader of the paradoxical relationship between
love and w%r and is a means of identifying the aggressive
strategistF. Human interaction casts individuals into
roles as attackers or defenders. Walter Shandy's last,
unanswerediharangue is an attack on man's confounded
eipression% of love. Love turns men into beasts, and men
love to glhrify the instruments of their bestiality.

Unﬂike the Renaissance selections, which were

largely treated as isolated passages, Gulliver's Travels

and Tristriam Shandy must be considered in their entirety

because thL war theme is an inextricable part of the whole.
The shift from rhetorical to abstract incongruity in the
comic grotbsque of the post-Renaissance is only one of
degree. The satiric implications in Sidney and Nashe
perhaps become a little clearer in the eighteenth century,
while their colorful metaphors and amplifications are
toned down. An emphasis on satire replaces the wit for
wit's sak% that especially characterizes Sidney and Nashe.
More specific connections can be made. Burton's legacy of

learned wit passes down to Swift and Sterne. The picares-
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que tradit#on unites Smollett and Nashe. As with the
Renaissancé writers discussed in Part One, Swift, Smollett
and Sterne have all been associated with the grotesque.
Yet there %as been little effort to go beyond individual
associatioﬁs and recognize how various attributes of the
genre are ﬁodified to achieve certain effects. Nor has
there been{any effort to demonstrate the suitability of
addressinthhe subject of war in the comic grotesque

form.
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CHAPTER FOUR:

SWIFT'S GULLIVER'S TRAVELS

1
Swift and War before "Gulliver's Travels"

This study of the comic grotesque and war in

Gulliver's Travels brings together two areas in Swiftian
!

scholarship. The first area is the association of Swift

with the genre of the grotesque, and the second is the

‘
discussioﬁ of Swift's attitudes toward war and the military.
Considering the amount of work done on Swift, it seems odd
that noboiy has yet connected the two since Swift's vision
is probabﬂy never so saturated with the tenets of the

|

grotesqueithan when he is addressing the subject of war.

IA The Grotesque in English Literature (1965),

Arthur Cl%yborough attempts to explain the genre by
conceptuaiizing a matrix of psychological processes: "Both
the creat%on and the reaction to grotesque art are
illuminat%d by considering them in terms of the progressive-
regressivé polarization of the mind, and the corresponding
oppositio$ between direct thinking and dream or fantasy
thinking.+l The "progressive" mind utilizes conscious
reason wh#le the "regressive" relies on the influence of

the subco#scious. Caricaturists or satirists like Swift
!

-199-
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fall into tpe category of the "Progressive-Negative" artist
because, al&hough their minds are dominated by the operation
of straighqforward thinking and common sense, they resort
to fantastﬂc imagery to emphasize what is in blatant
contradictﬂon to the reasonable. The model which
Clayboroug& sets up may serve as an aid to understanding
some of Swift's works, but it is also restrictive. Patrick
Gleeson's #issertation, "Gulliver's Travels as a Version of

the Grotes#ue" (1964), identifies more general characteristics

of the gro&esque genre: "deliberate contradiction, surprise,
ambivalent attack, narrative discontinuity and distortion.“2
He also puts forth a good case for the presence of these

characteri#tics in Gulliver's Travels but does not treat the

subject ofﬁwar or any of the passages dealing with military
|
affairs injany depth. Still, his dissertation forms an

important ﬁart of the foundation of mine and is all the
more interésting for having been written before the recent
|
boom in sthdies of the grotesque. Also important is Hamida
Bosmajian'% dissertation, "The Nature and Function of the
|

Grotesque Image in Eighteenth-Century English Literature"

(1968).3 Fosmajian analyzes only A Tale of A Tub in his

chapter on Swift, but this is probably because of Gleeson's
|

earlier wdrk on the Travels. Bosmajian's comments on

Tristram Shandy will be of more concern when we get to

|

Sterne.

Swift's view of military affairs is a much more
i
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recent area of study. In fact, one is hard pressed to find
anything onfthe subject outside of Robert Gordon's
excellent a&ticle "Jonathan Swift and the Modern Art of

War.“4

Goﬁdon places Swift's argument against standing
armies andear machines within the context of the
contemporaqy debate between the military modernists and
their cons%rvative opponents.5 The Whigs and Walpole's
political #ethods were associated with the modernists,
while the opposite voice belonged to Bolingbroke and his
Tory followers. Modernists, such as Defoe, argued for
scientific{professionalism.6 The traditionalists, like
Swift, helﬁ to a nostalgic belief in volunteer militias.
O0f course #he debate was largely political for a parliament
controlledjstanding army‘favored the Whigs while the
locally co#trolled militias favored Tory landowners.

A #eview of how Swift treats the subject of war

in some of(his earlier writings will contribute to our

study of tbe Travels. In A Tale of A Tub, one finds a
fanciful abd explicit reference to the madness of war.

This comes|, of course, in Section IX, "A Digression
concerning{the Original, the Use and Improvement of Madness
in a Comm#nwealth,“ wherein the narrator identifies "The
Establishﬂent of New Empires by Conquest" as one of the
“greatesthctions that have been performed in the World,

n?

|
under therinfluence of Single Men. Two examples follow.

The firstfis of "Harry the Great of France" who suddenly
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amasses "a mighty Army":

It was afterwards discovered, that the Movement of
this whole Machine had been directed by an absent
Femalek whose Eyes had raised a Protuberancy, and
before| Emission, she was removed into an Enemy's
Country. . . . Having to no purpose used all peace-
able Endeavours, the collected part of the Semen,
raised and enflamed, became adust, converted to Choler,
turned head upon the spinal Duct, and ascended to the
Brain.! The very same Principle that influences a
Bully ﬁo break the Windows of a Whore, who has jilted
him, naturally stirs up a Great Prince to raise
mighty Armies, and dream nothing but Sieges, Battles,
and VQctories. (TT, 164-165)

Swift!sabs‘rd, physical explanation of the mechanical
"Vapour" h#nts at a real connection between the thwarted
paésion ofﬁlove and violent animosity. We have already
encountere& this paradoxical love-war relationship in Nashe
and Burtonq;8 Here it is all part of the Tale's upside-
down worldrin which madness is a beneficial condition.

Th% second example is the "Present French King,"

|
Louis XIV,jwho "amused himself to take and: loose Towns;:
i

beat Armief, and be beaten; drive Princes out of their
Dominions;jfright Children from their Bread and Butter;
burn, lay %aste, plunder, dragoon, massacre Subject and
Stranger, ‘riend and Foe, Male and Female" (TT, 165).

The King's| amusement in winning and losing suggests the
playful or|/ sportive attitude toward war. War's indiscrim-
inate destﬁuction is also emphasized. The perverse
pleasure Jf the warmonger comes from scaring the helpless

|
and wreakﬂng havoc in an absurdly random way, on "Subject

|
and StranQer" or "Friend and Foe." This is utter madness,
i
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but that is exactly the point of the digression. Some of
the most insane acts of man are regarded not only as
worthwhile put great.9

The narrator of A Tale of A Tub then goes on to

look at theitwo other kinds of great actions which, along
with conque%t, are dependent upon madness: "The Advance and
Progress oijew Schemes of Philosophy; and the contriving,
as well as ?ropagating of New Religions" (TT, 162). To
devise new bhilosophical or spiritual systems, one must
first overt?row'the 0ld, hence the parallel between the
physical anﬁ intellectual conqueror. The same "Vapour" or
madness marks "Alexander the Great, Jack of Leyden, and
Monsieur De% Cartes" (TT, 170). Again, as we saw in Nashe
and Burton,ireligious zeal often leads to the sword.

One| of the "Additions to The Tale of A Tub,"

contained ib Miscellaneous Works (1720) reinforces this
ironical vikw of greatness. It is entitled "A Digression
of the natw;e usefulness & necessity of Wars & Quarrels" and
is meant to}be appended to Section IX of the original work.
Here the n#rrator endorses Hobbes: "The State of War [is]
natural to |all Creatures" (TT, 305).lO War is then defined
as "an att%mpt to take by violence from others a part of
what they Wave & we want" (TT, 305), and it is in accordance
with this qefinition that greatness can be measured:

The hﬂgher one raises his pretensions this way, the

more bustle he makes about them, & the more success
he has, the greater Hero. Thus greater Souls in
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proportion to their superior merit claim a greater
right to take every thing from meaner folks. This
[is] the true foundation of Grandeur and Heroism,
& of the distinction of degrees among men. . . . The
greatest part of Mankind loves War more than peace:
They aie but few & mean spirited that live in peace
with all men. (TT, 305)
\
The digression also demonstrates that Swift was aware of
the theory,?so popular during the Renaissance, that a
foreign war;is the best preventative against a civil one
(see, p. 67jabove).' Remembering that this passage is
|
meant to be[appended to the Section on the use of madness,
one may saf%ly assume that Swift had his narrator repeat
the theory Fo expose its grotesque implication: "War
therfor [is] necessary . . . to purge Bodys politick of
gross humodrs. Wise Princes find it necessary to have
wars abroad to keep peace at home" (TT, 305).

Oné of the traditional arguments against the
superioritj of man over animals is to cite how animals do
not normalﬂy fight with members of their own species or
use machines in order to cause mass destruction. These

are characﬁeristics which belong to man alone. The

narrator oﬁ A Tale of A Tub elaborates generally on human

life as wal and on the escalation in actual human warfare

as being things which elevate men above beasts:

The iﬁclination to war [is] universal: those that
cannot or dare not make war in person, employ others
to do|it for them. This maintains Bullys, Bravos,
Cutthroats, Lawyers, Soldiers, &c. Most Professions
would| be useless if all were peaceable. Hence Brutes
want neither Smiths nor Lawyers, Magistrats nor
Joyners, Soldiers nor Surgeons. Brutes having but
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narrow| appetites are incapable of carrying on or
perpetuating war against their own species, or of
being led out in troops & multitudes to destroy one
another. These prerogatives [are] proper to Man
alone., The excellency of human nature [is]
demonstrated by the vast train of appetites, passions,
wants, &c. that attend it. (TT, 306)

These ideas| anticipate many of the issues raised in Part IV

of Gulliver's Travels. Does mankind possess reason or does
he simply hpve some grotesque faculty which only serves to
increase hib natural vices?

1

\
Waq is the central metaphor for the polemical

i
dispute in The Battle of the Books. This work does not

reveal muc@ about what Swift thought about war itself, but
it does indicate that he had recognized a certain comic
potential ﬂn the Iliad. The mock-epic style of Swift's
narrative 4nd the frequent allusions to Homer as a model
are indire&t signs of support for the Ancients but, as
Philip Pin#us has argued, the real target of the satire
is the polémical dispute itself.ll

Swift begins the work with a mocking reference to
Mary Clarkﬂs almanac sheet as a source for the cyclical

theory of war: "Riches produceth Pride; Pride is War's

Ground, &cl" (BB, 217). In their note, Swift's editors
|

(Guthkelch and Smith) reproduce the inscription of the
theory in full which appeared in the top left hand corner
of the almanac sheet next to a figure showing the signs of

the Zodiac:
!
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War begets Poverty,

Poverty Peace:
| Peace maketh Riches flow,
\ (Fate ne'er doth cease:)
'Riches produceth Pride,
' Pride is War's ground,
War begets Poverty, &c.

(The World) goes round. (BB, 217, n. 1)

As we have seen (pp. 21-23 above) this cyclical theory is

actually classical in origin, and Swift's readers may well

|
have been expected to recognize it as such. Swift, however,
alters the| usual version of the theory by going on to argue
that poverty, instead of pride, has a tendency to invade

prosperity}inasmuch as a needy country will try to steal

from an affluent one. The more traditional version,
expressed ky Sallust and reproduced on the almanac sheet,
is éimply %hat Qar leads to poverty which in turn leads to
peace. Yek even Swift's altered version of poverty being
an aggressbr against prosperity may have a classical

antecedent, namely Lucan's The Civil War: "For when Rome

had conque@ed the world and Fortune showered excess of wealth
upon her viirtue was dethroned by prosperity . . . poverty,

the mother| of manhood, became a bug-bear; and from all the

12

earth wasibrought the special bane of each nation." In

any case,lthe theory smacks of classical learning and hence

|
is anotheﬁ indirect endorsement of the Ancients. All this

still mis#es the main point which is that the poverty and
|

pride botﬂ belong to the Moderns who are thus guilty of

being the‘aggressors against the riches of the Ancients.
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Sswift wittingly implies that chronology must make it so
because an‘Ancient—Modern controversy would not be possible
unless the‘Moderns wanted it.

Beétley's entrance into the action is modeled on
Homer's Th#rsites (Iliad II.211-275), as Swift's note makes
clear. Fa*ous for his "Talent of Railing," Bentley uses a
"Flail® asfhis weapon which represents the scourge of
satire. Of course, Thersitical satire refers to extremely
indiscrimi‘ate and abusive attacks, and again Swift makes
the parall?l clear in his note: "The Person here spoken of,
is famous For letting fly at every Body without Distinction,
and using @ean and foul Scurrilities" (BB, 251). Like

Thersites, | Bentley is said to be ugly and deformed. The

differencefbetween the two is that Bentley is a major

figure in #he action of The Battle of the Books, while
Thersites %ppears in only one scene of the Iliad. Following
the model Ef Thersites, Swift has Bentley burst forth with
some low abd abusive language about the weakness of his
fellow modérns: ". . . they were all a Pack of Rogues, and
Fools, andeons of Whores, and d mn'd Cowards, and confounded
Loggerheads, and illiterate Whelps, and nonsensical
Scoundrelsh (BB, 251-252). He then boasts about his own
superiority, something which Thersites never does but which

is common to the epic: "That if Himself had been constituted

General, those presumptuous Dogs, the Antients, would long

before thi@, have been beaten out of the Field" (BB, 252).
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It can be said that Homer's Thersites is not without feason
in critici%ing Agamemnon's childish behavior as well as
that of al} the Greeks for putting so much emphasis on
spoils, but it is not Thersites's part to criticize the
Greek commﬁnder. Odysseus scolds Thersites for his
presumptioﬁ in rebuking Agamemnon but does not answer his
specific c#iticisms. Instead he strikes the deformed
Thersites %ho begins to cry. Thersites's status among the
Greeks see#s to be that of an irresponsible and scurrilous
joker who %ould say anything to get a laugh (Iliad II.
211-224). | Here, however, the situation is reversed and the
Greeks laubh at the tearful Thersites. This Homeric
episode cobtains all the basic elements of the grotesque
and relates them to the Trojan War: the scurrilous satire,
the deformity, the irreverent laughter, and the violence.

Swift bases Scaliger's response to Bentley on Odysseus's

but no bl%w is struck. Scaliger just refers to how
Bentley's;temper "perverteth Nature" and teaches "ill
Manners" (BB, 252), which alludes to Bentley's alleged
‘

incivilitj to Robert Boyle.

B#ntley's nighttime raid is loosely copied from the
one carried out by Odysseus and Diomedes (Iliad X.482-511).
The sugge#tion to relate the dreams of the intended victims
does not ?ome from Homer (nor from Virgil's nighttime raid,

see Aeneid IX.314-366) despite Swift's note that Homer

|
"tells thé Dreams of those who were kill'd in their sleep”
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(BB, 254). Homer does describe Diomedes standing above the
sleeping T#racian king as if he were "an evil dream"
(Iliad X.4?6),13 but that is all. At any rate, Boyle
recognizes{the stolen armor in the hands of Bentley just as
Achilles d#es his own on Hector (Iliad XXII.322-325).
Wo%ton prays for success against Temple and the
reader is #old that the prayer is partially granted and
denied accérding to Achilles's prayer for Patrocles
(Iliad XVI+249-252). As for Wotton's cowardly attack itself,
it may havé a Homeric antecedent in Euphorbus's stabbing of
the blind #atrocles (Iliad XVI.805-817) or it may show the

influence 60f Shakespeare who has Achilles slay an unarmed

Hector (see Troilus and Cressida V.viii). So much for

epic heroi%m.
Boyle appears in armor "given him by all the Gods"
(BB, 256),jas Achilles recéives the armor forged by

Hephaestus}to replace that which Hector took from Patrocles
|

(Iliad XIX.8-13). Then there is the seemingly absurd

metaphor used to describe how Boyle attempts to chase both
Bentley anﬁ Wotton at the same time:

And as a Woman in a little House, that gets a painful
Livelihood by Spinning; if chance her Geese be scattered
o'er the Common, she courses round the Plain from side
to side, compelling here and there, the Stragglers to
the Flock; They cackle loud, and flutter o'er the
Champain. So Boyle pursued . . . (BB, 257-258)

Here Swifq is correct in his note: "This is also, after the

manner offHomer; the Woman's getting a painful Livelihood
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by Spinning, has nothing to do with the Similitude, nor
would be e}cusable without such an Authority" (BB, 257).
Low domestic metaphors such as these are definitely part
of the Homeric mode [(see Iliad XX.251-255 and XII.421-426),
and one ma& even locate the woman-spinning simile in the
Iliad (XII[433—436). Swift was aware of how the epic,
specifically Homer, contains a comic potential.

There are other Homeric motifs that are pregnant

with the ridiculous. Swift has Dryden trade armor with

Virgil (muLh to D;yden's favor), as Hector exchanges

gifts with/ Ajax after their evenly fought contest (Iliad
XII.279—30&). That the latter two part as friends is not
exactly a %tatemehﬁ on the ridiculousness of war, but it
does hint ﬁhat there is no real conflict between Greek and
Trojan (with the obvious exception of Menelaus and Paris).
Shakespeaﬁe, of course, follows his own Hector-Ajax contest
with a jo%nt feast of Trojans and Greeks, which accentuates

the same idea (see Troilus and Cressida IV.iv-V.ii)—how

could meniget along so wonderfully if they are at war with

14 Another Homeric motif, which Swift uses

one anoth?r?
grotesque%y, concerns the role of fate or providence in
dealing o#t death in a way that mocks the intentions of the
participaﬁts. Aristotle fires an arrow at Bacon; it misses
Bacon butistrikes "Des Cartes" in the eye (BB, 244).
Similarly{in the Iliad, Aias throws a spear at Polydamas,

"And Poly#amas himself escaped black fate, springing to one
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side; but Archelochus, son of Antenor, received the spear;
for to him| the gods purposed death" (Iliad XIV.462-464).
Of course, | the gods and ultimately the book of Destiny
control ev#rything which happens in the epic battle. In
this sense% all human action becomes rather insignificant

and at times even ridiculous.

Th% Battle of the Books has nothing to do directly
with war, #ut Swift's use of the war metaphor reveals a
familiarit# with classical views on war and epic-battle
motifs. M#re accurately, it shows that Swift had a good
sense of the mock-epic when it came to describing a battle
and realiz%d that at times a thin line separates the mock-
epic from @he epic itself. 1In its very primitiveness, the
Homeric mohe contains certain comic tendencies.

Th% relatively straightforward or journalistic

attitude tbward war in The Conduct of the Allies (1711) is

worth notqng if only to distinguish it from the grotesque

vision inqulliver's Travels. Swift wrote the tract to
gain suppdrt for the Tory position which favored an end

to England's involvement in the War of the Spanish
Successioq. Swift's purpose was not to condemn war in the
abstract Aut to show how an immediate peace would benefit
England. |He goes to great length arguing that England's
allies have not lived up to their obligations and therefore

|
that Engl?nd has carried more than her fair share of the

burden. He also claims that those who favor prolonging the
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war only do so for their own financial or political
advantage. | The war debt and its financing have been

|
exploited for profit by the "“Monied Men" and they in turn

15

support th# Whigs. General Marlborough, who became very

rich during the course of the war, was Swift's favorite

le6

personal target. Although the tone of The Conduct of the

Allies remains eminently serious throughout, Swift

occasional#y resorts to a witty understatement or rhetorical

climax to clarify the issues. For one thing, Marlborough's

v

image as a?great conqueror had to be put in perspective:
Getting into the Enemy's Lines, passing Rivers, and
taking Towns, may be Actions attended with many
glorious Circumstances: But when all this brings no
real solid Advantages to us, when it hath no other End
than to enlarge the Territories of the Duteh, and
encrease the Fame and Wealth of our General, I conclude
however it comes about, that Things are not as they
should be . . . (CA, 20)

Having thub disarmed the other side, Swift quickly goes for

i

the kill b& expressing the ever—-growing debt in extreme

terms: |
But the Case is still much harder, We are destroying
many thousand Lives, exhausting all our Substance,
not for our own Interest, which would be but common
Prudence; not for a Thing indifferent, which would be
sufficient Folly, but perhaps to our own Destruction,
which is perfect Madness. (CA, 20)

Swift has h particular gift for highlighting the absurd

character of human actions.l7 Furthermore, he exposes the

absurdity with what appears to be just plain old, but

badly needed, clear thinking. To clinch his point about

ending the war, Swift merely reminds the reader of England's
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remote interest in it: "What Arts have been used to possess
the People]with a strong Delusion, that Britain must
infalliblyibe ruined, without the Recovery of Spain to the
House of Austria?" (CA, 58). Reflective questions like
this one rpise Swift's argument above the dust of Tory

and Whig ibfighting. There is also a-satiric element in
the questikn that begins to indict both those in power for
misleading}the masses and the masses for being stupid
enough to follow. Treaty obligations are forgotten, and
the reasonifor Britain's involvement in the War of the
Spanish Subcession seems ridiculously petty. These elements
anticipatelthe ultimate attitude toward war that Swift

expresses in Gulliver's Travels.

"Gulliver's Travels" and War: Ludicrous to Fearful

Voyages to Lilliput and Brobdingnag

One might explain the difference in Swift's

position o@ the War of the Spanish Succession in The Conduct

of the Allies and Part I of Gulliver's Travels by citing

Swift's own comments on how the ridiculous nature of such
an event dnly becomes apparent after the passage of time:

Reflect on Things past, as Wars, Negotiations, Factions;
and the like; we enter so little into those Interests,
that we wonder how Men could possibly be so busy, and
concerned for Things transitory: Look on the present

Timeﬁ, we find the same Humour, yet wonder not at all.

This sens% of distance, which comes with time, from the

18
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immediate subject or reality appears to be a necessary part
of assumin‘ a grotesque vision. Away from English politics
and the wa# itself, Swift was able to conceive and develop
a fantastic allegory of English history roughly covering
the last years of Queen Anne's reign (died 1714) and the
first few of George I's. According to Ehrenpreis,
"Lilliput |is a sublimation of the suppressed pamphlets and

fragmentsﬂ which Swift wrote concerning certain political
19

|
events that had occurred between 1708 and 1715.
Aﬁtually the subject of war is addressed in all

four Parté of Gulliver's Travels. It is also treated

consistenﬁly throughout, with a climax coming in Part IV,
|
and hencelserves to unify the work.20 One might take Parts

I and II together, for even though the Lilliputian

microcosm|of Part I seems to be inverted in the

BrobdingnTgian macrocosm of Part II, war is made to look

21

ridiculous in both. In other words, the

Lilliputian-Blefuscudian conflict is in the same scale to

petty and

Gulliver as human wars are to the King of Brobdingnag.
There seems, however, to be a shift from an emphasis on
the ludicTous in Part I to the fearful in the subsequent
Parts.\ A#d while the ideas behind Swift's satire on war
are rathe% traditional, as we shall see, they are still
powerfull& expressed because Swift at times manipulates

|
the reade# into sympathizing with Gulliver.

!
The Lilliputians are heavily armed and ready for
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the worst when Gulliver first awakes. Considering
i
Gulliver's Fize and strangeness, one might say that their
preparationb accurately represent human fear and suspicion.
The first Lilliputian whom Gulliver sees has "a Bow and
Arrow in his Hands," and when Gulliver attempts to seize
one of them the Lilliputians fire two volleys of arrows
at him as,YGulliver says, "we do Bombs in Europe.“22
| .
Hence the association of Lilliputian hostilities with
those in Europe is made very early in Part I. What is so
effective ibout the grotesque mode in terms of fantasy or
distortion 'is that, even though we may recognize our own
fear in the Lilliputian precautions, everything
|
Lilliputiaﬂ seems ludicrous simply because of its relative
inconsequentiality to Gulliver with whom we identify
directly.
To |express this sense of things being little, Swift
emphasizes\the pettiness in various Lilliputian affairs
|
and perhaps the best example of this is Reldresal's
account of the cause of the war with Blefuscu:
It began upon the following Occasion. It is allowed
on all Hands, that the primitive Way of breaking Eggs
before we can eat them, was upon the larger End: But
his present Majesty's Grand-father, while he was a Boy,
going| to eat an Egg, and breaking it according to the
ancient Practice, happened to cut one of his Fingers.
Whereupon the Emperor his Father, published an Edict,
commanding all his Subjects, upon great Penalties, to
break the smaller End of their Eggs. The People so
highly resented this Law, that our Histories tell us,
there have been six Rebellions raised on that Account;

wherein one Emperor lost his life, and another his
Crown. These civil Commotions were constantly fomented
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by the Monarchs of Blefuscu; and when they were
quelled, the Exiles always fled for Refuge to that
Empire. . . . Now the Big-Endian Exiles have found

S0 muEh Credit in the Emperor of Blefuscu's Court; and
so much private Assistance and Encouragement from
their| Party here at home, that a bloody War hath been
carried on between the two Empires for six and thirty
Moons! with various Success; during which Time we have
lost Forty Capital Ships, and a much greater Number
of smaller Vessels, together with thirty thousand of
our best Seamen and Soldiers; and the Damage received
by the Enemy is reckoned to be somewhat greater than
ours. (33-34)

The alleg#ry not only expresses the history of Catholic and
Protestanﬂ animosities in the absurd, but it is also an
imaginatiqe synthesis of the hostilities between England
and her l&ng time enemy France. Swift is taking aim at his
favorite-éatiric target—religious fanaticism or how
trifling 4ifferences can result in monstrous wars. The
phrase, “4ur Histories tell us," is worth noting because
the tendency of man to dwell on wars in recording his past
becomes aﬁ increasingly important theme in regard to the
grotesque‘and Gulliver's Travels.

|
A¢ the end of their meeting, Reldresal makes it

clear that "his Imperial Majesty" has instructed him to
relate th? history of the war with Blefuscu to Gulliver in
the hope That Gulliver will help the Lilliputians thwart
an immine¢t invasion. The political allegory about Tory
naval suc%ess versus Marlborough and the Whigs has been
discussedﬁextensively by others and is not part of this

23

study. }What is important with respect to the comic

grotesque| is that Gulliver captures the Blefuscudian fleet
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with relative ease. The thousands of tiny arrows fired at
him while ﬁe rounds up the fleet cause "much Disturbance"
(36) but tﬁat is all. On the other gide, the Blefuscudians
"set up suéh a Scream of Grief and Despair, that it is
almost imp#ssible to describe" (36). From Gulliver's
perspectiv?, the grief may even be harder to understand
than de5cr#be, and to the reader who shares Gulliver's
perspectiv%, the whole mission has the air of a simple

favor that| any decent fellow would do for his host. The

simplicity| with which Gulliver brings the war to a halt

underscore% the petty nature of the conflict.

Thg King of Brobdingnag finds Gulliver's history of
England wi‘h its "wars by Sea and Land" just as humorous as
the reader| might find the conflict between Lilliput and
Blefuscu (bl). At first Gulliver feels that his "noble
Country, t%e Mistress of Art and Arms, the Scourge of
France" ha% been rudely insulted (91), but after gradually
adjustingito his paltry stature he comes to see the King's
response ds more natural than contemptuous. The affairs
of Gulliv%r and his fellow race of "Insects" (91) are a
joke and ﬁannot be taken seriously by somebody who could
capture t#eir armies as easily as Gulliver does the
Blefuscud#an fleet.

Hungry for a more sober hearing, Gulliver points to
|

the respe&t accorded to "Bees and Ants" (111) for their

industry. | The King agrees to be a more solemn listener,
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but the particulars of Gulliver's account remain beyond

|
his focus. | A history of brave and industrious insects is

|

none the less a history of insects. What seems reasonable
to Gulliveﬁ remains trivial in the King's perspective.
When Gulliyer finishes, the King can only formulate a
generalized answer: "He wondered to hear me talk of such
chargeable |and extensive Wars; that, certainly we must be
a quarrels#me People, or live among very bad Neighbours;
and that oﬁr Generals must needs be richer than our Kings"
(115). (T%is last comment is, of course, a reference to
how rich Géneral Marlborough became as a consequence of
the War ofjthe Spanish Succession.) The next part of the
King's resﬁonse is an indictment of foreign military
involvemenﬁs, an indictment which would be even more
justified #s the eighteenth century went on: "He asked,
what Business we had out of our own Islands, unless upon

the Score bf Trade or Treaty, or to defend the Coasts with

our Fleet";(llS).

Th% King is at a loss to understand why Gulliver's
country wopld maintain a standing army in times cf peace.
Having a erutation for being ruthless and desperate,
soldiers #ould only represent a threat to domestic

stability‘if they were kept in an idle state:
|

Above all, he was amazed to hear me talk of a mercenary
standing Army in the Midst of Peace, and among a free
People. He said, if we were governed by our own
Consent in the Persons of our Representatives, he could
not imagine of whom we were afraid, or against whom we
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were to fight; and would hear my opinion, whether a
private Man's House might not better be defended by
himself, his Children, and Family; than by half a
Dozen Rascals picked up at a Venture in the Streets,
for small Wages, who might get an Hundred Times more
by cutting their Throats. (115)

Ehrenpreis points aut that.the King's views on standing

armies may be modeled on Sir William Temple's beliefs

24 To Swift, the standing

which Swifq obviously inherited.
army was a}misapplication of reason for the military was
something qo be regarded as a last measure and not a

modern proﬁession.

Th% King of Brobdingnag pronounces Gulliver's
historical;account "only a Heap of Conspiracies, Rebellions,
Murders, Missacres, Revolutions, Banishments . . ." (116).
This respojse introduces a new theme—the extent to which
man fecord% his past as little more than the consequences
of armed adgression and military events. As fiction,
histories 4ften tend to read as an insane series, ad
infinitum,%of various battles and wars. After Gulliver
relates thé history of his fellow insects, the King of
Brobdingnag makes his famous conclusion that they were
"the most éernicious Race of little odious Vermin that
Nature eve# suffered to crawl upon the Surface of the
Earth" (116).

Guiliver is dumbfounded. Ironically, he confesses

to having #erved up a biased account in England's favor.

Something %as backfired, and again it has to do with
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perspective. The King simply cannot see any English cause.
His vision}can only take in the overall generalities of the
conflicts Jhich Gulliver describes. Gulliver, on the other
hand, seems to hold a shortsighted view. 1In a last
desperate attempt to "ingratiate" himself with the King,

Gulliver oﬂfers to reveal to him a method of producing gun-

powder andJ with his typical myopia, goes into unnecessary

detail about its potential effects:
That %e often put this Powder into large hollow Balls
of Iron, and discharge them by an Engine into some
_City we were besieging; which would rip up the Pavement,
tear the Houses to Pieces, burst and throw Splinters

on every Side, dashing out the Brains of all who came
near. (118)

|
Gulliver gﬁts carried away with gory particulars, and the
King is esﬁecially horrified at how he could remain so
nonchalantjabout his subject "as to appear wholly unmoved

at all theiScenes of Blood and Desolation . . . as the

common Effects of those destructive Machines" (119).

While Gullﬁver accuses the King of having "narrow Principles
and short Wiews" (119) for refusing his offer, the short

view actua#ly belongs to Gulliver who assumes that every-
body 1is as‘unscrupulously power-crazy as his fellow Europeans.
On the contrary, the King has a large or humanitarian view

of "those terrible Engines" insofar as "he would rather lose

25

Half his Kingdom" than consider using them (119). Both

are extremes though not as outrageous as Lilliputian

pettiness in the war with Blefuscu. This distortion is
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necessary to highlight how much man values the latest war
technology hnd ignores it horrendous effects. War machines
put a dist#nce between killer and victim that allows the
killer to remain unmoved by the death he causes.

In Part I, the situation is reversed. The Emperor
of Lillipuq wants to use Gulliver as a special weapon to
reduce "the whole Empire of Blefuscu into a Province" (37).
Gulliver réjects the scheme on the same humanitarian
grounds that the King of Brobdingnag has for refusing to
hear how to make gunpowder: "I would never be an Instrument
of bringing a free and brave People into Slavery” (37). To

the shortsighted Lilliputians, this is treason. Their

singleminded and vicious nature is again exaggerated in how
they draft!Gulliver's second Article of Impeachment, accusing
him of beiqg unwilling to "destroy the Liberties and Lives
of an inno&ent People" (53). For this and other absurd
charges, quliver is sentenced to have his eyes "put out"
(54). Suc@ pronouncements are all the more shocking for
being surrdunded by general Lilliputian pettiness.

Inifact, identifying with Gulliver allows the reader
to enjoy t‘e joke about the ridiculous nature of war in
Part I, wh;le in Part II it makes him the butt of the joke.
In other w&rds, in Part II the recognition of the horror
and absurdﬂty of war strikes closer to home. Hence, with

|

respect to war and the grotesque in the Travels, it can be

said that Qhe movement from Lilliput to Brobdingnag is from



222
the humorous to the horrible and that this direction appears
to continu% in Parts III and IV.

Boéh the Lilliputians and Brobdingnagians love
military parades. Swift introduces this subject to expose
the peculiar fascination that man has for military spectacle.
The Emperoﬁ of Lilliput gets Gulliver to stand like a
Colossus aﬁd has his army march underneath, an incident
which leadg Gulliver to remark: ". . . my Breeches were at
that time #n so il1l a Condition, that they afforded some
Opportunities for Laughter and Admiration" (26). As readers
we are strQCk with the silliness of it all. In Brobdingnag,
Gulliver e&tertains his audience by performing a pike-drill.
There are Ao standing armies in Brobdingnag, but there are
volunteer militias made up of "Tradesmen" for Brobdingnag
was "troub#ed with the same Disease, to which the whole

Race of Mawkind is subject; the Nobility often contending

for Power, the People for Liberty, and the King for

absolute D#minion“ (122). Gulliver describes the "very
good Discipline" of the "Lorbrulgrud" horse militia in
glowing teﬁms:

!

I have seen this whole Body of Horse upon the Word

of Command draw their Swords at once, and brandish
them in the Air. Imagination can Figure nothing so
Grand, so surprising and so astonishing. It looked

as if ten thousand Flashes of Lightning were darting
at the same time from every Quarter .of the Sky. (122)

I
A military [drill or parade entertains because countless

groups of uniform parts appear precisely ordered and
1


http:Quarter.of
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controlled. This artificially created order has no counter-

part in thF natural world. Edmund Burke's Of the Sublime

and the Behutiful may help explain the aesthetics involved.

Burke considers "why a successive disposition of uniform
parts in the same right line should be sublime”:
\

. . . each in its order as it succeeds, repeats impulse
after impulse, and stroke after stroke, until the eye
long exercised in one particular way cannot lose that
object immediately; and being violently roused by this
continued agitation, it presents the mind with a grand
or sublime conception. . . . To produce therefore a
perfect grandeur in such things as we have been
mentioning, there should be a perfect simplicity, an
absolute uniformity in disposition, shape and
colouring.

To this, dhe military parade adds movement, music and

glitter. |In its unnatural magnitude and order, the parade
epitomize% the exact opposite of what the grotesque is

supposed ﬁo embody: ugliness and disharmony. But, as we

saw in The Anatomy of Melancholy (see p. 155 above),
1

there is 4 terrible paradox in the order and discipline
that an agmy flaunts to its own public when one considers
the havoc and destruction it inflicts on the enemy. Swift
is here preparing the reader for a more direct exposé of
the morbi‘ human fascination with all kinds of military

spectacles, real as well as artificial.
|
|

\
!
A Voﬁage to Laputa, Balnibarbi, Glubbdubdrib, etc.
| .
|
SWift develops the theme concerning the morbidity

of the hu*an imagination and military affairs when Gulliver



224

visits Glubbdubdrib or the island of Sorcerers. Given the
chance to %ummon anybody he wants from the dead, Gulliver
first wishes to see famous military leaders in "Scenes of
Pomp and Magnificence": "Alexander the Great, at the Head
of his Army just after the Battle of Arbela," "Hannibal
passing th? Alps," and "Caesar and Pompey at the Head of
their Troo#s just ready to engage" (179). With typical
Swiftian p%ejudice, Gulliver is predisposed toward these
Ancient heroes. Some of the idealization, however, dissolves.
For exampl%, Alexander confesses to Gulliver "that he was
not poisoned, but dyed of a Fever by excessive Drinking"
(179). Fuéthermore, we do not get the impression that the
Roman or G#eek civilization represents the golden age. To
be fair to Gulliver, it should be pointed out that the
majority of those figures whom he calls up seem to be of
a positiveinature: "I chiefly fed mine Eyes with beholding
the Destro&ers of Tyrants and Usurpers, and the Restorers
of Liberty to oppressed and injured Nations" (180). These
are admirable subjects and Gulliver, of course, could not
derive any' vengeful pleasure from seeing the tyrants
destroyed %ince he never suffered under their rule. Still,
the way in|which Gulliver cuts the reader short may be a
comment onithe human imagination: "But it is impossible to
express thF Satisfaction I received in my own Mind, after

\

such a Manner as to make it a suitable Entertainment to the

Reader" (180). The "suitable Entertainment" is obviously
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meant to be ironical. In other words, according to some
grotesque perversion of the human mind, we would get more
pleasure out of witnessing tyranny or usurpation them-
selves than the restoration of liberty.

Again, in keeping with Swift's own predisposition,
Gulliver c¢laims to be "chiefly disgusted with modern
History" yecause its writers have too often been bribed to
misrepresént the facts: "For having strictly examined all
the Perso%s of greatest Name in the Courts of Princes for

|
an Hundred Years past, I found how the World had been misled
by prostitute Writers, to ascribe the greatest Exploits in
War to Cowards . . ." (183). Gulliver is then struck by
how the h?man imagination also has a tendency to fabricate
heroism and how accident plays such a large role in events:
How low an Opinion I had of human Wisdom and Integrity,
when I was truly informed of the Springs and Motives
of great Enterprizes and Revolutions in the World, and
of t{e contemptible Accidents to which they owed their
Succ‘ss. (183)
Not only is accident largely responsible for great actions,
but it often turns military situations right around: "A
General crnfessed in my Presence, that he got a Victory

purely by the Force of Cowardice and ill Conduct: And an

\

Admiral, ﬁhat for want of proper Intelligence, he beat the
|
|

Enemy to Whom he intended to betray the Fleet" (183).
i

Conversely, those who had actually done "some great

Service" Yere "to be found on no Record, except a few of

them whom‘History hath represented as the vilest Rogues and
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Traitors" (185). This upside-down world of merit and
dishonor iF obviously extreme or too perfect.

The method by which the Laputian King suppresses
the dominions of Balnibarbi continues the war technology
theme. A flying island, controlled by a Load-stone, is
used in three stages or degrees of force to quash any act
of rebellion:

The ﬁirst and the mildest Course is by keeping the
Island hovering over such a Town, and the lands about
it; whereby he can deprive them of the Benefit of the
Sun and the Rain, and consequently afflict the
Inhabitants with Dearth and Diseases. And if the Crime
deserve it, they are at the same time pelted from above
with great Stones, against which they have no Defence,
but by creeping into Cellars or Caves, while the Roofs
of their Houses are beaten to Pieces. But if they
still continue obstinate, or offer to raise
Insurrections; he proceeds to the last Remedy, by
letting the Island drop directly upon their Heads,
which makes a universal Destruction both of Houses and
Men. (155)
The last %nd most drastic action is only used in extreme
cases, si#ce it would also result in great damage to the
i
estates of the King's own ministers. There is always a
selfish réason for not laying waste a country after
conquering it; whatever is not destroyed can be pillaged.
Gulliver,ihowever, learns of a second reason why Laputians
are hesit#nt about taking the ultimate action. They fear
that grav% damage might be done to their own island as it
is lowere# onto the city below. In other words, Swift is
saying th?t even with a superior military machine a country

\
can destr?y itself trying to suppress foreign territory.
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Superior technology is no guarantee of a successful
conquest a&d can even draw a country into a ruinous action.
Should theiKing feel that the ultimate step is necessary,
as a precaution the island is lowered "with great Gentle-
ness, out of a Pretense of Tenderness to [the] People, but
indeed for fear of breaking the Adamantine Bottom" (156).
It is not surprising, when one considers Swift's
pessimisti; view, that what is done in self-interest is
advertised as an act of mercy.

Three additional paragraphs were hand-written in

Ford's copy of the first edition and meant to be included

before the [last sentence of Chapter III in Part III (see

293-294). [This addition relates the circumstances of the

!
Lindalino riebellion which Case concludes "was an

allegorical description of the controversy over Wood's

with Lindalino representing Dublin and
27

half-pence,
Balnibarbi Ireland. The rebellion is interesting insofar
as the citﬂzens of Lindalino are able to construct their
own Load—stbne defense system and nullify the threat posed
by the flyihg island. As a result, the King is forced to
submit to the Lindalinian demands. The story illustrates
how one side can copy the technological advantage of the
other and effect a stalemate. Hence, Swift gives the

reader his own version of how the arms race shifts into

higher gear with each new application of science and how

the higher gear always means a greater potential for
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inflicting death and destruction. As this rhythm of
advantage—?ained leading to advantage-nullified increases
the power fo kill, so it decreases the significance of
individual lives. Mutual fear combines with science to

place man in an increasingly dangerous predicament.

A Voyage to the Houyhnhnms
Swift's strongest attack against war comes in
Part IV. Sere he brings together and completes several of
the earlier themes which deal with war. There is no
Houyhnhnm Vord for "War", (228) which makes European history

a difficul& matter for Gulliver to communicate to his
. |

Houyhnhnm @aster and which also clearly reflects war's

unreason.

WWen his Houyhnhnm master asks Gulliver about "the
usual Cauges or Motives that make one Country go to War
with another,” Gulliver's answer progresses from the
satiricaljto the absolutely absurd:

Sometimes the Ambition of Princes, who never think

they have land or People enough to govern: Sometimes
the Qorruption of Ministers, who engage their Master in
a War in order to stifle or divert the Clamour of
Subjects against their evil Administration. Difference
in Opinions hath cost many Millions of Lives: For
Instance, whether Flesh be Bread, or Bread be Flesh:
Whether the Juice of a certain Berry be Blood or Wine:
Whether Whistling be a Vice or a Virtue: Whether it be
better to kiss a Post, or throw it into the Fire: What
is the best Colour for a Coat, whether Black, White,
Red or Grey; and whether it should be long or short,
narrow or wide, dirty or clean; with many more. Neither

are ‘ny Wars so furious and bloody, or of so long
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Continuance, as those occasioned by Differences in

Opinion, especially if it be in things indifferent.

(229—%30)
The ridiculous causes all represent some subject of religious
controversy involving Roman Catholicism, the Church of
England, and Puritanism. Swift's tendency to single out
religious Yars for special criticism shows that he is
coutinuingfthe tradition of learned wit which goes back to
Burton and?Erasmus. To go to war out of some spiritual
pretense o# crusade is a terrible paradox. Religion should
cultivate #uman benevolence not animosity, or to quote
swift, “WeJhave just Religion enough to make us hate, but

||28

not enoughito make us love one another. But wars usually

begin for ieasons which are extremely complex and inter-
related. Religious differences are often just a means of
polarizing the greater struggle for economic and political
power, By{reducing the cause of a war to some absurdly
expressed #eligious controversy, such as whether bread be
flesh or b#ead (transubstantiation), Swift emphasizes how
grotesquel& out of proportion any war is regardless of what
precipitaqed it.

#n the next paragraph, Swift's tirade against war
begins toisound more like that of Burton or Erasmus. Swift,
however, qwells on a sense of absurd reciprocality: "Some-
times a er is entered upon, because the Enemy is too

strong, and sometimes because he is too weak. Sometimes

|
our Neighbours want the Things which we have, or have the
|
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Things whi¢h we want; and we both fight, till they take
ours or giYe us theirs" (230). In other words, wars are
inevitable;no matter what the situation is, and man can
do nothing to avoid them. Up to this point the causes of
war have all been ridiculous. We seem to hear the ironic
author rather than the naive narrator. Moreover, Gulliver's
repudiatio# of the human race is still to come. The
unmerciful' and selfish part of man is stressed in the bitter
irony of t?e next sentence: "It is a very Jjustifiable Cause
of War to ﬁnvade a Country after the People have been wasted
by Famine,| destroyed by Pestilence, or embroiled by Factions
amongst th%mselves" (230). Swift continues in this vein
until he g%ts to the following generalization: "Poor Nations
are hungryL and Rich Nations are proud; and Pride and Hunger
will ever be at Variance" (230). Guthkelch and Smith
believe th%t Swift had the cyclical view of war in mind when

he wrote tfxis.29

They are probably right, but the function
of this enkire passage is to draw a disturbing caricature
of human ahimosity.

In}the manner of Burton and Erasmus, Swift lashes
out at the profession of the soldier: "For these Reasons,
the Trade of a Soldier is held the most honourable of

all othersi: Because a Soldier is a Yahoo hired to kill in

cold Blood as many of his own Species, who have never

offended him, as possibly he can" (230-231). The direct

associatiob of the soldier with the Yahoo points to the
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animal in man whose fears are still primitive and who acts
with insti#ctive ruthlessness. On the other hand, the
phrase "wh& never offended him" expresses the artificial
nature of ﬁow wars are fought between beings who have no
reason themselves to fight but who are acting out—in a
grotesquel* disproportioned way—the natural animosities

of those wﬂom they serve. Hence, it is not inconsistent

to see thejorigin of war as instinctive (a Hobbesian view)
and the es&alated state of war as artificial. In fact, the
satirist t#nds to focus on both of these aspects. Swift

then takes‘the mercenary element a step further and gives

\
another reason for how wars may be monstrously escalated:

| .
ThereLis likewise a Kind of beggarly Princes in

Europe, not able to make War by themselves, who hire

out their Troops to richer Nations for so much a Day

to each Man; of which they keep three Fourths to them-
selves, and it is the best Part of their Maintenance;
such :re those in many Northern Parts of Furope. (231)

Louis LandT indentifies this as "an allusion to the
mercenarie? of George I when Elector of Hanover.“30
Paradoxicaily, the military is a common means of livelihood
for the lower classes and of profit for princes with armies
for hire. f

Guhliver estimates that there have been about a
"Million" ﬁahoo casualties thus far in "the long War with
France" whfch began under William of Orange (229). His
Houyhnhnm baster accuses him of saying "the Thing which <s
not", for the Yahoo bite is hampered by a flat face and
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Yahoo claws are short and tender. Actually, the Houyhnhnm-
Yahoos oft%n engage in vicious battles (which, in the words
of Gullive%, are "owing to the same Cause with ours"-—like
the desire%for "shining Stones"), but "they seldom were
able to kiﬁl one another, for want of such convenient
Instrument% of Death as we had invented" (244). When his
master telhs Gulliver why he believes that Gulliver is

saying “thk Thing which s not," Gulliver smiles and
shakes his head at the Houyhnhnm ignorance of the "Art of
War." He then goes on to display his own knowledge of the

subject by giving an encyclopedic list of war machines and

their effects:

I gave him a Description of Cannons, Culverins, Muskets,
- Carabines, Pistols, Bullets, Powder, Swords, Bayonets,
Sieges, Retreats, Attacks, Undermines, Countermines,
Bombardments, Sea-fights; Ships sunk with a Thousand
Men; [twenty Thousand killed on each Side; dying Groans,
Limbs flying in the Air: Smoak, Noise, Confusion,
trampling to Death under Horses Feet: Flight, Pursuit,
Victory; Fields strewed with Carcasses left for Food to
Dogs, and Wolves, and Birds of Prey; Plundering,
Stripping, Ravishing, Burning and Destroying. (231)

This pass#ge leans more to the side of the fearful (as
opposed td the ludicrous) grotesque in its imagery and
style. Gruesome pictures are piled one on top of another
until, acqording to Bosmajian's notion of the literary
grotesqueJ "conglomerations result, conglomerations so
numerous that they could not possibly be represented

graphically."3l

Gordon says that the "whole sequence is designed to
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suggest a causal connection between inhumane, systemized

w32 He then points to

profession#lism and human misery.
how Gulliv#r uses the terms "of a brave new technological
world"; “B#yonets" and "Bombardments" represent the latest

invention and jargon in the art.>3

The rhythm in the words
"Sieges, Rgtreats, Attacks, Undermines, Countermines"
anticipateé the expressive but often confusing outbursts of
enthusiasm from Sterne's uncle Toby. Modern warfare has
become a g‘otesque science complete with its own trade
language. |What Gordon does not notice is how Swift effect-
ively foll?ws these newfangled technological terms with
vibrant ep#c images of death and war. Four items in
particular+—the dying groans, the limbs flying in the air,
the refereﬁce to horses, and the flight-pursuit action—
suggest Vi#gil's description of the Trojan rout of the

34 This is the same passage

Latins in the Aeneid XI.619~635.
‘
on which S%dney probably based his general battle descrip-
tion (see %p. 37, 41 above). The "dying Groans, Limbs
flying in %he Air; Smoak, Noise, Confusion, trampling to
Death unde# Horses Feet" are true speaking pictures in
Sidney's s%nse of what poetry should be, because the sound
images poi%nantly complete the overall effect. Then there
is the aft‘rmath, the field covered with corpses, the
vultures, the pillage and rape. Within one extended

sentence Swift has reproduced the rhythm of a battle: the

|
firing of cannons, the flow of the battle itself, and the
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final sightiof destruction and death. The epic motifs
universalige the passage. The miseries of war will always
be the same, and new technology will only compound what
has always‘been the most sorrowful part of human history.
Guﬂliver, however, has not finished. We have seen

in the three previous Parts how Swift has dealt with the

seemingly qerverse attraction that war holds for the human
eye. If iﬂ is not bad enough that man engages in such
monstrous murder, then it is even worse that he delights
in studying it. The last part of Gulliver's tribute to his
fellow Engﬂishmen makes this point with startling irony:
And, to set forth the Valour of my own dear Countrymen,
I assured him, that I had seen them blow up a Hundred
Enemies at once in a Siege, and as many in a Ship; and
beheld the dead Bodies drop down in Pieces from the
Clouds, to the great Diversion of all the Spectators.
(231) |
It is the éasualness of the last remark which emphatically
expresses #hat morbid move from bloodshed to blood-thirst.
Guiliver would even go on "to more Particulars"
\
(231), but‘the Houyhnhnm has heard enough to draw his
!
conclusion% about mankind. Herein one finds Swift's most
pessimisti# sentence on the grotesque nature of the human

intellect:

. « . when a Creature pretending to Reason, could be
capable of such Enormities, he dreaded lest the
Corruption of that Faculty might be worse than
Brutality itself. He seemed therefore confident,

that instead of Reason, we were only possessed of some
Quality fitted to increase our natural Vices; as the
Reflection from a troubled Stream returns the Image of
an ill-shapen Body, not only larger, but more distorted.
(232) |
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The modern art of warfare has escalated or "distorted"
conflicts #eyond their natural proportions, because the
intellect is used almost entirely in the service of fear
thereby magnifying the expression of animosity instead of

reducing it. As in A Tale of A Tub, Swift, in the Travels,

joins the other satirists who saw the human intellect as
something which degraded mankind below the rest of the
animal kingdom.35
If| fear is man's true enemy, then it is fitting—as
well as ironic—that Gulliver is banished because the
Houyhnhnms| fear that he may organize the Yahoos into a
rebellion:
.. . . because I had some Rudiments of Reason, added to
the natural Pravity of those Animals, it was to be
feared, I might be able to seduce them into the woody
and mountainous Parts of the Country, and bring them
in Troops by Night to destroy the Houyhnhnms Cattle, as
being naturally of the ravenous Kind, and averse from
Labour. (263) :
Gulliver's| absolute repudiation of his own race makes no
i
difference to the Houyhnhnms. In their eminent rationality,
the Houyhnhnms can only see Gulliver as an unnecessary risk.
Therefore he must be banished in spite of his avowed
intention to model himself on their nature. What dooms
Gulliver is that he is something of a bastardized cross
between Hduyhnhnm reason and Yahoo animalism. Unlike the

Yahoos, he represents a potential threat that the

Houyhnhnms cannot measure. The cynical implication is that

imperfectireason is worse than no reason at all. One tends
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not to feel that the Houyhnhnm fears about Gulliver are
excessive‘as much as one is struck with the incompassionate
nature of perfect Houyhnhnm rationality.

Tﬂe end of Gulliver's Travels gives the reader a

clearer iiea of how the confusion between the flesh and the
intellecticonstitutes the human dilemma. Gulliver is so
impressedfwith the reason displayed by the Houyhnhnms that
he wants ﬁo live the rest of his life among them. His
reluctanc% to rejoin the members of his own species,
combined ﬁith his fondness for the company of two horses,
demonstrates how passion can corrupt one's better sense of
what 1s n%tural. Swift makes it obvious that Gulliver is
phobic buti he also gives the reader some cause for the
phobia. dn the first island that he reaches after leaving
the Houyh#hnms, Gulliver is attacked by savages and hit in
the knee #ith an arrow. The subsequent scar or "Mark"

‘
which Guliiver carries to his "Grave" (268) symbolizes his
extreme aﬂhorrence and distrust of human beings. From the
point of &he savage attack on, however, Gulliver's excessive
and irrat;onal behavior stands out blatantly against the
benevolence of the Portuguese Captain. In fact, Swift
emphasizeé Pedro de Mendez's kindness to make Gulliver seem
more like | a ludicrous fool. Gulliver's tendency to speak
and "trot‘like a Horse" (263) is a consequence of his

grotesque |desire to become as much a Houyhnhnm as he

possibly ¢an. It may be considered an ultimate step in a
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satire against mankind to want to escape the human form. 36

But it is ?lso the ultimate step ad absurdum, which is
made jokinjly as a comment on the foolishness of following
what appeaﬁs to be reasonable too far.

The importance of war as a unifying principle in

Gulliver's Travels becomes more evident in the final

chapter. ?ere Gulliver responds to an enquiry about his
duty to ad%ise the Secretary of State on the lands which
he, as an #nglish subject, has supposedly claimed for the
Crown. Atifirst, Gulliver seems to dodge the moral issue.
To him the}Lilliputians "are hardly worth the Charge of a
Fleet and érmy to reduce them" (277). He then questions
"whether i& might be prudent or safe to attempt the
Brobdingnagians: Or, whether an English Army would be much
at their E$se with the Flying Island over their Heads" (277).
Gulliver, $owever, must admit that the Houyhnhnms are not
"so well p%epared for War, a Science to which they are
perfect Stﬁangers, and especially against missive Weapons"
(277) . Heithen makes a treasonous statement about refusing
to give an# advice for invading them and seems to over-
estimate t$eir defense capacity. Moreover, when Gulliver
claims tha% the Houyhnhnms are stronger for their
“Unacquain#edness with Fear" (277), he is forgetting the
reason for}his own banishment. In any case, an attempt to
conguer th% Houyhnhnms would be of little use, according

to Gullive%, who has other ideas on how man can benefit
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from them: |"But instead of Proposals for conquering that
magnanimouﬁ Nation, I rather wish they were in a Capacity
or Disposiﬁion to send a sufficient Number of their
Inhabitanté for civilizing Furope" (277-278). The real
issue at hqnd is whether or not England has any moral
right to iﬂvade these countries. In the next few para-
graphs of éulliver's final chapter, Swift is able to make

|
his point and protect himself against government censure

|
or retaliaﬁion.

Fiqst, Gulliver admits to having a "few Scruples"
about the #tandard methods used by countries to establish
colonies awd expand their dominions. What follows is a
gruesome a#d distorted account of how colonies are
discovered |land begun:

A Crew of Pyrates are driven by a Storm they know not
whither; at length a Boy discovers Land from the
Top-mast; they go on Shore to rob and plunder; they
see an harmless People, are entertained with Kindness,
they give the Country a new Name, they take formal
Possession of it for the King, they set up a rotten
Plank or a Stone for a Memorial, they murder two or
three Dozen of the Natives, bring away a Couple more
by Force for a Sample, return home, and get their
Pardon. Here commences a new Dominion acquired with
a Title by Divine Right. Ships are sent with the
first Opportunity; the Natives are driven out or
destroyed, their Princes tortured to discover their
Gold; |a free License given to all Acts of Inhumanity
and Lust; the Earth reeking with the Blood of its
Inhabitants: And this execrable Crew of Butchers
employed in so pious an Expedition, is a modern
Colony sent to convert and civilize an idolatrous

and barbarous people. (278)

The account reads like a brilliantly animated short

cartoon. Sharp ironic jabs build toward the climax which
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resounds with the epic grotesque, "the Earth reeking with

n37 Swift exaggerates the

the Blood ?f its Inhabitants.
barbarism ¢f these so-called civilized nations, and their
civilized pretense makes the barbaric suggestions all the
more horrible.

Having implied as much corruption as he can in the
account, G‘lliver moves to the other extreme in considering
his own country: "But this Description . . . doth by no
means affe%t the British Nation, who may be an Example to
the whole World for their Wisdom, Care, and Justice in
planting C$lonies" (278). From the sharp sarcasms the
reader is ied to a higher plane of irony, and this shift
maintains #he ironic intensity of the passage. The
reference #o "Gold" in the preceding account may be enough
to satisfy some readers that Gulliver is talking about the
Spanish. %ut the claim that England stocks her "Provinces
with Peopl‘ of sober Lives and Conversations" is an
unmistakab‘e slap against the practise of transporting

|
convicts (%78). As barbarism is more disturbing when

committed under a

civilized" cloak, so condemnation is
somehow mo#e unnerving when it comes in the form of ironic
préise. Hence Swift's mode of defense doubles as the barb
of his attack.

One last sarcastic blow is delivered in Gulliver's
final statement on colonization:

But, as those Countries which I have described do not
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appear to have a Desire of being conquered, and
enslaved, murdered or driven out by Colonies; nor
abound either in Gold, Silver, Sugar or Tobacco; I
did h ly conceive they were by no Means proper
Objects of our Zeal, our Valour, or our Interest.
(279) .

This reinsﬁates the English association with the account
of colonial barbarism and daringly negates the mocking
qualification of "the British Nation" stated in the

i

previous p#ragraph.
|

The way Swift handles the subject of war in

Gulliver'siTravels shows a marked shift from the ludicrous
squabble o# Part I to the shocking descriptions of

Parts II aﬁd IV. Part III may even be more unsettling
than Part iI because here Gulliver reveals his delight in

military sgectacle. But the basic ambivalence, which is

essential ﬁo the grotesque, runs throughout Gulliver's
Travels. ?here remains something frightening in the
familiarit% of Lilliputian pettiness and something
ridiculous‘in Gulliver's wish to be a horse. What Swift
stresses tﬁe most is what modern man has had to recognize

about himsélf——that his reason is far more in the service

of his fear than vice versa.
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war machines. One might remember Henry Fielding's aside
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be decided| by those weapons only with which Nature,
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the Augustan belief in the virtue of living as close to
nature as Qossible.

|
36{Rochester, for instance, begins his poem, "A

Satyr against Reason and Mankind," by humorously claiming
that he would rather be "a dog, a monkey, or a bear, /

Or anything but that vain animal / Who is so proud of being
rational" (11.5-7).

\
37 This one the most common epic tropes. See the
Iliad XVII.,361l; and Aeneid IX.455-456, XII.63%0-691.




| CHAPTER FIVE:

| SMOLLETT'S RODERICK RANDOM

| The Cartagena Expedition

Itjwas suggested in the previous chapter that time
created a :ense of distance between the satirist and the
object of Wis satire and that this distance allowed for
the develoément of a grotesque vision. The theory at least
could well laccount for the change in how Swift treats the

War of the |Spanish Succession in Part I of Gulliver's

Travels asiopposed to his earlier work, The Conduct of the
Allies. Wﬂth Smollett and the Cartagena episode, however,
the situation is more complex. Two leading scholars on
Smollett c&ncur in the belief that the grotesque naval
passages 14 Roderick Random (1748) were based on a personal

|
diary whicT Smollett kept on the expedition seven years

Conversely, Smollett's more straightforward
\

history an4 criticism of the expedition came sometime later

earlier.l

in "An Acc#unt of the Expedition against Carthagene,"

published #nonymously in The Compendium of Authentic and

Entertainiﬂg Voyages (1756). According to Louis Martz,
!

somewhat more understandable upon a mature and

what had seemed "utter folly to the choleric young surgeon's
mate becam

|
| -247-
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calm consideration of objective accounts.“2 Hence, one is '
tempted to say that time cultivated Swift's grotesque
vision butidissolved Smollett's.

;
Such a conclusion. is, however, simplistic. First,
|

even if Smﬁllett did keep a diary, Roderick Random was

written loﬁg after the expedition took place and this
probably c%ntributed to its heightened sense of the comic
grotesque %n comparison to the "Account." In any case, it
must be ad#itted that the "Account" itself contains some
grotesque ?assages which are very similar to those in the
novel, so ﬁhat there is a certain consistency in Smollett's
attitude. Unlike Swift who only knew war in the abstract,
Smollett h#d actually witnessed the spectacular horror of
battle andiwas probably forever after affected by his first

impression#. All this still ignores the more important

issues of literary form and purpose. Both The Conduct of

the Allies | and "An Account of the Expedition against

Carthagene'l were written in a straightforward manner and

meant to c#nvince their readers of definite opinions
|

concerningithe events that they were addressing. Gulliver's

Travels an# Roderick Random, on the other hand, are both
fictional Qorlds that exist quite apart from the respective
realities that inspired them. Martz recognizes this point
while discussing Smollett's novel and perceptively

reconciles the fiction to the author's ultimate purpose

as expressed in the "Preface":
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Perhaps he [Smollett] wilfully distorted the truth;
perhaps he was unconsciously carried away by a vein

of vilification: in either case he was justified in
warping the facts to achieve his implied purpose in

the novel as a whole: to arouse "that generous
indignation which ought to animate the reader, against
the sordid and vicious disposition of the world."
Aesthetically, the novel would have suffered from any
break in the sustained tone of indignation which lends
such fire and force to this account of the expedition.3

Like The UnEortunate Traveller, Roderick Random presents the
]

reader withja picaresque world in which war seems to be a
standard febture.
Rod%rick's views on the horrors of the Cartagena

expedition Foreshadow the absurdities which attend his

involvemgnt‘in the battle of Dettingen. The Cartagena
expedition #as part of the War of Jenkins's Ear (1739-1744)
which pitteﬁ Britain against Spain for control of the
Carribbean Eea and which merged with the wider War of the
Austrian Succession (1740-1748). The War of Jenkins's Ear?
Henry Viets-explains how the conflict came to be known by
such a ridiculous name:

Jenkins's brig Rebecca, returning from Jamaica to
London|, was boarded by the [Spanish] guarda-costa
off Havana on April 9, 1731. The brig was plundered
and one of Jenkins's ears was cut off. This outrage
caused| considerable stir in London, where Jenkins
finally arrived on the Thames, minus his ear. The
affair| died down, only to be revived in 1738, when
Jenkins was examined before a committee of the House
of Commons. The story lost nothing in the telling;

the eaE was even produced for the benefit of the

committee. Public indignation was aroused and the
"War of Jenkins's Ear" ensued.

could not conjure up a pretext for going to war

Imagination

more ludicrbus and fearful than that of a severed ear!
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Even thougq the underlying causes went beyond this physical
gesture, t#ere is a morbidity in how the human imagination
clings to 4bsurd emblems and names.

Roéerick first resolves to enlist in the navy
because itiis the only way he can support himself. He
delays doi#g so until he is absolutely desperate: "I saw
no resourc% but the army or navy, between which I hesitated
so long, t#at I found myself reduced to a starving
condition"§(139). Once again one may recognize the old
paradox of having to earn a living by killing others. How-
ever, the #eginning of Roderick's military career is an
interestiné combination of personal volition and coercive
violence. EOn his way to éeek a friend's advice about
enlisting,‘Roderick is beaten and forcibly taken aboard the
Thunder, aiBritish man-of-war. This incident is a fitting

i
initiation into the military world. Of course, violent-
abductions are commonplace in the picaresque novel and this
|

one just séems to represent the corrupt recruitment
practices %f the eighteenth century. On the other hand, it
could be s%id that the whole spectrum of military violence
epitomizes| the brutality of the picaresque world.

Injcontrast to those satirists who attack mankind
or universal human folly, Smollett aims his criticism at
the manage@ent of this particular military strike against
Cartagena.‘

|
surgeon's mate, it is perfectly understandable that much of

Considering that Smollett himself was a
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his satire has to do with the medical arrangements.
Roderick's| initial description of the Thunder's "sick

birth or h#spital" sets the grotesque mood for the horrors

|
to come: |

Here I saw about fifty miserable distempered wretches,
suspended in rows, so huddled one upon another, that

not more than fourteen inches of space was allotted

for each with his bed and bedding; and deprived of the
light| of the day, as well as of fresh air; breathing
nothing but a noisome atmosphere of the morbid steams
exhaling from their own excrements and diseased bodies,
devoured with vermin hatched in the filth that
surrounded them, and destitute of every convenience
necessary for people in that helpless condition. (149)

A sense of‘futility pervades the scene. The ship has not

even left port and already the medical situation seems

hopeless. | Smollett elicits a claustrophobic mood about being

on board aiship when its crew is stricken with the distemper.

Roderick's description seems to be completely on the side of

the terrible grotesque.

Mth of the absurdity and horror of the expedition
itself comés from the perspective of the medical unit of
which RodeFick is a part. When Captain Oakhum comes on
board, he ﬁs given a sick list by the surgeon's first mate,
Morgan. S%eing that sixty-one men were sick with the dis-
temper, th% Captain flies into a rage and vows that "there
shall be nk sick in this ship while I have the command of
her" (157)L The sick can only hamper the effectiveness of
the expedition, and hence the Captain, aided by the surgeon

Mackshane,freduces the list "to less than a dozen" by
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ruthlessly ordering the sick back to their stations (157-
159). Seve#al die and thus relieve the Thunder from the
burden of h%ving to treat them. This act seems to be

an abuse ofithe 0ld argument, mentioned by Vegetius in
1

De Re Milit‘ari,5 that activity is better than medicine to
\

keep soldiers healthy. -

A skcond instance of the head surgeon's ruthless-
ness and ineptitude follows soon after the distemper
incident. ©One of Roderick's companions, Jack Rattlin,

suffers a broken leg when a mast falls on him during a

storm. Mackshane resolves "to amputate the leg immediately"
(le64). Moﬁgan intervenes and declares that an amputation‘
is unneces%ary. With Roderick's help, he sets the leg
successfulﬂy and thereby saves it but at the expense of
incurring ﬁhe head surgeon's bitter wrath. Mackshane's

ineptitude\lends an added sense of horror to the battle

scenes to qome inasmuch as the crew begins to fear its
own medicai doctor as much as they do the enemy.

Thj most grotesque battle scene occurs before the
Thunder even reaches her destination. Eight French men-
of-war are met at open sea. France is not a declared
enemy of Britain at this stage of the hostilities so an

! 3 3 .
engagement |i1s unnecessary as well as ill-advised.

Nevertheless, Captain Oakhum demands that the French have

someone board the Thunder and this raises the dispute:

". . . they refused, telling him, if he had any business
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with them, to come on board of their ship: He then
threatned &o pour in a broad-side upon them, which they
promised t# return” (167). Both sides become stubborn
victims of their own promises and the battle erupts. The
scene illustrates how so many lives can rest in the hands
of one man |whose judgement is, at best, dubious.

Whén the engagement begins, Roderick is tied to
the deck a% a consequence of some absurd spy-charge made
|
by Macksha¢e. Fully exposed to the battle and unable to
move, Rode#ick may be said to be in a gothic-like
|
predicamen# that plays upon our dread of enchainment, and
Smollett séares nothing. At first, Roderick is able to
contain hi$ agitation but something happens to trigger
his screaming:
I endéavoured to compose myself as much as possible,
by reflecting that I was not a whit more exposed than
those |who were stationed about me; but when I beheld
them employed without intermission, in annoying the
foe, and encouraged by the society and behaviour of
one another, I could easily perceive a wide difference
between their condition and mine: However, I concealed
my agitation as well as I could, till the head of the
officer of Marines, who stood near me, being shot off,
bounced from the deck athwart my face, leaving me well-
nigh blinded with brains.—I could contain myself no

longe#, but began to bellow with all the strength

of myilungs. (167-168)

The shatte#ing of Roderick's ability to retain his
composure %ccentuates the overwhelming horror of the scene.
But there %ay be a curious delight for the reader in
realizing ﬁow well Smollett has set the scene to maximize

the palpability of the trauma. (There is a bit of irony
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here too——gfter all, one sympathizes acutely with poor
Roderick's| predicament without any concern for the officer
who is dec%pitated.) As for the gory image of the
splatteredjbrains, we have already seen that it is a
standard epic-battle motif (see pp. 99-101 above). One
might say #hat Smollett restores a truly grotesque
feeling to| what had become a literary commonplace.

In fact, Smollett even wades further into ghoulish,

anatomical details: ". . . a drummer coming towards me,

asked if I/was wounded; and before I could answer, received
a great sh#t in his belly which tore out his intrails, and
he fell flat on my breast" (168). Our hero then screams
himself info a stupor and remains in his messy condition
all night. Smollett touches a primitive nerve by bringing
together the grotesque horror of human carnage and the
more mundabe, yet delirious, feeling of not being able to
wipe a fou# substance from one's face. 1In his article,
"The 'Show| of Violence' in Smollett's Novels," Angus Ross
says that fRoderick is the sufferer by the violence, not

a spectatoL" and concludes that "Smollett's aim is to

6

attack wanron brutality." The incident, of course, does

much more.

Roderick's terror stems from being forced to
witness, at close quarters, the awful bloodshed and not
being able| to lose himself in "annoying the foe" or in the

"society" of his comrades. Although it is impossible to

determine éxactly how far Smollett intended us to interpret
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this scene,{Roderick‘s screams express what every man
should feel‘who does not turn away from the bloody
consequenceb of war. It is precisely because soldiers can
lose themsellves in mechanical functions and distance them-
|
selves from death that battles get as bloody as they do.
|
Since the engagement with the French men-of-war
begins out pf irrational stubbornness and irascible
|
behavior, i% is appropriate that it would have an equally
absurd endibg:
!
The engagement lasted till broad day, when captain
Oakhum, finding he was like to gain neither honour
nor advantage by the affair, pretended to be un-
deceived by seeing their colours; and hailing the ship
with whom he had fought all night, protested he believed
them Spaniards, and the guns being silenced on each
side, prdered the barge to be hoisted out, and went on
board pf the French commodore. (168)
It is worth noting that Smollett records a similarly absurd
encounter in his "Account."7 The gross circumstances of
Roderick's predicament are, however, completely fictitious,
which lends| the scene a greater importance in terms of
Smollett's grotesque imagination. In any case, the whole
|
night of blFody battle, to which Roderick is so fearfully
exposed, does not change a single thing with respect to
either side. All the cannon fire, material destruction
and loss of life are for nothing. This terrible and
senseless waste characterizes the rest of the expedition.

The final irony about the episode is that despite

the reader's feeling for Roderick's situation, Roderick
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himself escapes without a scratch—shaken yes, but otherwise
completely‘unscathed. Joanne Lewis Lynn comments on how
the incident poignantly represents the human condition in a
grotesque ﬁorld and how Roderick recovers: "The scene is
both reali#tic and a grisly comic symbol of the human
condition in a comic grotesque world. From such scenes of
horror andibloodshed, Roderick rises again and again, with

the resiliénce of Punch."8 Smollett's picaresque hero,
\

like Jack #ilton, always recovers and this is part of the
comic or f‘stive rhythm of the narrative.

When the Thunder first arrives at Cartagena,
Roderick mékes some criticisms of the English strategy in
which the %eader clearly senses Smollett's own indignation.
First, Rod%rick calls into question the unnecessary delays
of the Engiish fleet. Had it proceeded directly to the
target, th% Spanish would have been caught unprepared. As
it is, the English fleet gives the Spanish more than
enough tim? to fortify their defenses as best they can.
Roderick s$rcastically expresses his criticism in the form
of a tribuﬁe: "But if I might be allowed to give my

opinion of |the matter, I would ascribe this delay to the

generosity |of our chiefs, who scorned to take any advantage

that fortune might give them, even-over an enemy" (179).
Next, Roderick mocks the site chosen for the camp:
At last, however, we weighed and anchored again some-

what nearer the harbour's mouth, where we made shift
to land our marines, who encamped on the beach, in
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despite of the enemy's shot, which knocked a good
many aof them on the head.—This piece of conduct in
chusing a camp under the walls of an enemy's
fortification, which I believe never happened before,
was practised, I presume, with a view of accustoming
the soldiers to stand fire, who were not as yet much
used to discipline, most of them having been taken
from the plough~tail a few months before. (179)

|

This ironical explanation leads right into the final
criticism which is aimed at how inexperienced the troops are:

This again has furnished matter for censure against
the Ministry, for sending a few raw recruits on such
an important enterprize, while so many veteran regiments
lay inactive at home: But surely our governours had
their\reasons for doing so, which possibly may be
disclosed with other secrets of the deep. Perhaps
they were loth to risk their best troops on such
desperate service; or, may be the colonels and field
officers of the old corps, who, generally speaking,
enjoyed their commissions as sinecures or pensions,
for some domestick services rendered to the court,
refused to embark in such a dangerous and precarious
undertaking; for which, no doubt, they are to be much
commended. (179-180)

Here one bqgins to see the strong political e;ement in
Smollett's |satire. While Swift resembles a pacifist,
Smollett sﬂocks the modern reader with his implied opinions
on how the‘war could have been won.

On‘the other hand, there seems to be a general
statement #hich transcends the political satire. The
reluctanceiof veteran soldiers to join a military operation
may naturaﬂly arise from the experience of past wars.
Smollett continually emphasizes the danger and desperate
nature of this particular expedition, but I cannot help

but think that something more general is being suggested.

It is difficult to read the closing, "for which . . . they




258
are to be much commended," with the same irony that runs
through thq whole passage. The veterans are wise to stay
home, and Aerhaps all military operations depend to a
large extedt on luring naive recruits into battle. Those
who escapeideath the first time are not so eager to face
the risk again.

In}the next chapter, the Thunder finds herself in
an artilleﬂy duel with the fort of Bocca Chica. The
bombardmenﬁ gets so fierce that nerves are shattered and
animosity qreaks out on board. A sailor carries a wounded
fellow to ahe cockpit "where he tossed him down like a bag
of oats" (ﬂSl). The man is already dead, and when Morgan
tells the sailor to heave the body overboard, the sailor
responds, "D__ n the bddy! . « « I think 'tis fair enough
if I take care of my own" (182). Morgan chases him with
a knife, bdt the incident is cut short by the appearance
of Jack Raftlin with his hand "shattered to pieces with
grape shotJ (182). This time Rattlin's limb must be
amputated, and while Roderick dresses the stump, Rattlin
offers his |views on another tactical error of the fleet:

. « . |instead of dropping anchor close under shore,
where we should have had to deal with one corner of
Bocca |Chica only, we had opened the harbour, and
exposed ourselves to the whole fire of the enemy from
their [shipping and fort St. Joseph, as well as from
the castle we intended to cannonade; that besides, we

lay at too great a distance to damage the walls, and
threejparts in four of our shot did not take place:;

for there was scarce any body on board, who
undergtood the pointing of a gun. (182)
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Subjected to the terrible bombardment and caught in the
confusion,fthe crew of the Thunder becomes increasingly
ineffectuah.

The madness and panic of the battle extends to the
medical unht. To strengthen his resolution, Mackshane "had
recourse mbre than once to a case-bottle of rum" (183).
Consequenth, he performs his duties with reckless abandon:
", . . he Went to work, and arms and legs were hewed down
without me&cy" (183). There are few images as horrifying
as an ineb&iated surgeon who amputates unnecessarily at the
best of times. Joanne Lynn is certainly correct in calling
this "a fakcical scene" in which "the comic is . . . firmly

‘
in controliand serves to heighten, rather than defuse the
horror."9 iThe parson and purser also indulge in the rum,
and the fo%mer, whose job it is to calm the men in battle,
becomes deiirious: ". . . he stript himself to the skin,
and besmearing his body with blood, could scarce be with-
held from running upon deck in that condition™ (183).
This drunk%n madness reflects the unnatural madness of the
bombardment.

Despite Rattlin's criticism, the fleet eventually
does securk the harbour. This success, however, only
makes Roderick wonder why the English forces do not push
for a quick victory:

And indeed, if a few great ships had sailed up immedi-

ately, before they had recovered from the confusion
and despair that our unexpected success had produced
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among them, it is not impossible that we might have
finished the affair to our satisfaction, without any
more blood-shed: but this our Heroes disdained, as a
barbarous insult over the enemy's distress; and gave
them all the respite they could desire, in order to
recollect themselves. (185)
Roderick ii thinking like a military modernist who would
use any avéilable means to achieve his objective. He even
gives his éxpeditious scheme a humanitarian appeal by
claiming tqat it would mimimize the bloodshed. But,
according 40 Roderick, the "Heroes" of the campaign
possess a #hivalric attitude about war which forbids such
a move. OA the surface, Roderick's scheme seems only
reasonable. The use of military force is a definite
capitulatidn to physiqal violence, and half measures are
only fooliqh (unless one sees war as a game). Any
pretentiou% code of honour 'is also foolish; to the modernist,
war is warJ On the other hand, Roderick is in no position
to know al# the particulars of the situation. Perhaps a
hasty purs&it of the enemy would have been unwise. Perhaps
the Englis‘ needed time to regroup and assess the situation.
The fact that Smollett does not repeat the criticism in
the "Account" suggests that he either changed his mind about
such a maneuver after learning more facts or intended
Roderick t% be presumptuous.
‘
In%any case, Roderick continues his ironical attack

when he co#nters the argument that the high casualties

among the ﬁnglish were owing to "bad provision and want of
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water" (186). First, the transport ships could have
obtained fqesh supplies "from Jamaica and other adjacent
islands" (ﬂ86). Second, "a sufficient number remained
to fall before the walls of St. Lazar, where they behavéd
like their own country mastifs, which shut their eyes,
run into tﬁe jaws of a bear, and have their heads crushed
for their %alour" (186). Here Roderick shifts his focus
to the sol#iers themselves and mocks the idea of military
heroism by jaligning it with blind stupidity. Still, the
soldiers pﬁesumably are only obeying orders.

Roderick channels most of his frustration in a
tirade aga#nst his own leaders for their poor decisions.
His description of the disastrous assault on the castle of
St. Lazur is marked by his typical wit, which is here
reminiscen& of Sidney's coneiliatio (see p. 39 above).

A resoluti#n is made that the soldiers are to attack

"with musq#etry only" and "the enemy giv[es] them such a

hearty recﬁption, that the greatest part of the detachment

took up théir everlasting residence on the spot" (186-187).

Roderick t#en mentions the horrible number of casualties:
Our clief not relishing this kind of complaisance in
the Spaniards, was wise enough to retreat on board
with the remains of his army, which, from eight
thousand able men landed on the beach near Bocca
Chica, was now reduced to fifteen hundred fit for
service. (187)

The sarcasﬂ overly simplifies the situation and makes it

appear thaﬁ the failure of the attack was due to blatant
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and unaccountable idiocy. Roderick's ironical tirade
exaggerate$ not the loss of life (his statistics are correct)
\
but the se#seless way in which it was lost.
Naturally, the disastrous assault means a dgreat
number of wounded and ceaseless work for the surgeons.
\
Roderick d?scribes the crammed "hospital ships" in all
their wret?hedness which recalls his first impressions of
\
the Thunder's sick bay:
The s‘ck and wounded were squeezed into certain
vessels, which thence obtained the name of hospital
ships, though methinks they scarce deserved such a
creditable title, seeing none of them could boast
0of either surgeon, nurse or cook; and the space
between decks was so confined, that the miserable
patients had not room to sit upright in their beds.
Their |wounds and stumps being neglected, contracted
filth|and putrefaction, and millions of maggots were
hatched amid the corruption of their sores. This
inhuman disregard was imputed to the scarcity of
surgeons; though it is well known, that every great
ship in the fleet could have spared one at least for
this duty, which would have been more than sufficient
to rewove this shocking inconvenience. . . (187)
One senses‘that the claustrophobic mood of being confined
\
to one of #hese ships is partially projected by what must
have been #mollett's own deeply felt helplessness in not
being able!to treat the Victims.lo Lack of care and
space magnifies the infection. It seems that the delib-
|
erate disrégard for the injured results from a policy
whereby primary consideration is given the military

operation.

Ro#erick, however, offers a more specific reason

—a squabble between General Wentworth, commander of the
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land forces, and Admiral Vernon, commander of the fleet.
Apparently* Wentworth refused to ask Vernon for the use
of some of}the fleet's surgeons because "the general was
too much of a gentleman to ask a favour of this kind from
his fellOchhief" (187). The Admiral "on the other hand,
would not #erogate so far from his own dignity, as to
offer such |assistance unasked" (187). These same
frivolous 4motions, which leave the injured in desperate
anguish, also doom the entire expedition. Roderick goes
on to citeia classical parallel for the discord in Lucan's
account ofithe civil war between Caesar and Pompey: ". . .
it might b# said of these great men, (I hope they will
pardon theicomparison) as of Caesar and Pompey, the one
could not @rook a superior, and the other was impatient

of an equal" (187).ll The request for pardon sharpens

the irony. This theme of internal dissension, here given

mock-epic treatment (Lucan's The Civil War is an epic),
|
pervades t#e Iliad as well insofar as the dispute between

Agamemnon 4nd Achilles, over a concubine, greatly hampers
\

the Greek ﬁar effort. Roderick then moves from classical
\
profundity‘to an extremely crude proverb:

So that between the pride of one, and insolence of
another, the enterprize miscarried, according to the
proverb, "Between two stools the backside falls to
the ground."—Not that I would be thought to liken
any publick concern to that opprobrious part of the
human body, although I might with truth assert, if

I durst use such a vulgar idiom, that the nation did
hang an a__se at its disappointment on this occasion
.« . . (187)
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The vulgarity of the metaphor reaffirms the grotesque
vision of ?ur picaresque hero and demonstrates how Smollett
uses the cﬂaracter of Roderick as a medium for his own
coarse humor.

The Admiral performs one final and mad act of war—
the last d#sperate and unwarranted bombardment of 