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Series Editor's Foreword

Goethe's Weltliteratur—a discussion of literature as a whole rather than a partisan interest in those who are in or out of favour, and how that literature relates to other arts as well as to philosophical, historical, and cultural contexts—lies behind this series. A comparative study of literature in different contexts will be the focus of each volume. The series, whose authors and scope are international, will be pluralistic, and include disparate points of view. Its only criterion is the quality of the work. Here, comparative studies will include the comparison of literary texts, as well as cross-disciplinary and theoretical inquiries. The books in this series will explore the crossing of linguistic and cultural boundaries in comparative literature, and its increasingly close relation or overlap with cultural studies. This comparative literature will not compare European languages and literatures alone, but will also address East-West, minority, gender, and aboriginal issues. One of the goals of Comparative Literature and Cultural Studies is to increase consciousness or self-consciousness about methods and ideological assumptions while fostering a better understanding of specific literary, historical, and cultural texts. The volumes that constitute the series should help to improve the dialogue between theory and practice in comparative studies. Comparative literature and cultural studies are closely related, and the uniqueness of this series is that it is the only one, to my knowledge, that explores the boundaries between them. Both disciplines emphasize popular culture, visual arts, and the sociology of literature. Here cultural studies, which is also connected to cultural history, is meant as something changing, perhaps widening, its intellectual appeal. Although comparative literature and cultural studies have interesting origins, the volumes will not all be “true” to those origins. Some will be revisionary. While the Birmingham School was instrumental in cultural studies in the English-speaking world, the study of culture has undergone important changes and controversies. Another aim of this series will be to contribute to this changing debate on literature and culture. In the global village these cultural, historical, and literary comparisons may help to engender new ways of seeing in the university and the various societies in which it finds itself. How the contributors construct their visions will be, although part of a cooperative enterprise, an individual matter.

Jonathan Hart
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Preface

The light (or pall) of recent editorial theory, depending on your point of view, illuminates or obscures the practices of editors; it creates new understandings of the conditions of textuality or it needlessly stirs up dust about them. During the last decade or so, editorial theory's self-definition against the beliefs and practices of the, now old, “New Bibliography” has been exhilarating for some but is seen as contentious and obfuscating by others. This first moment of the new editorial theory seemed to its practitioners something of a brave new world. But the “new” in due course ages, and the brave is called into question. Stock would need to be taken.

On the one hand the new editorial conceptions needed further theoretical probing and extension into cultural areas beyond the literary to see what light they might throw there; on the other hand they needed calling to account on practical and other grounds. This present volume can be seen as a snapshot of this second moment as it emerges from the first.

The essays began their lives as papers at two international editorial conferences held in Australia in 1993 and 1994, involving scholars from a diverse variety of editorial, theoretical and conservatorial backgrounds. Selection from those papers was difficult because the offerings were rich; but the pleasure of seeing the papers evolve into the finished forms they now take has been an ample reward for the present editors.

Accordingly, we wish to thank the contributors for their patience with our requests and their assiduousness in attending to them. Phyllis Korper, our editor at Garland, has been unfailingly helpful. Our research assistants, Susan Cowan, Valerie de Berquelle and Morna King provided essential support; and we wish also to thank Margaret McNally for her expert typesetting to Garland s specifications. This volume has also benefited from the generous support for the conferences given by University College at the Australian Defence Force Academy, the Humanities Research Centre at the Australian National University, the University of Sydney and the Australian and South Pacific Association for Comparative Literary Study.

PE, MS

October 1996




Introduction

Margaret Sankey

What are the implications of the overtly Lacanian title of this volume: The Editorial Gaze? It must refer to the complex relationship between the editor and what s/he is editing. The gaze implies distance as well as closeness. The reader-editor is the Cartesian subject constituting the text of a literary work as object. The text-object is scientifically appraised and subjected to certain procedures with a view to its re-presentation. The editor is the scientist who approaches what he reads impartially, with a view to evaluating its textual variants, weighing the different possibilities of explaining them, and arriving at decisions which determine how it is to be re-presented to others who in their turn will become readers. The action of the editor, preparing an edition, is the inevitable corollary of his gaze.

That is one way of interpreting “The Editorial Gaze.” But it comes adrift, for the essential ambiguity of the gaze, as Lacan has demonstrated, implies a more complex link between the subject and object of the gaze that works against the idea of scientific objectivity. For Lacan, the gaze is inevitably linked to its object by the bond of desire. The gazing subject invests the object with its wishes and desires and by this means completes its lack and realizes itself as subject. Thus the gaze is necessary to the very existence of the subject. The gazing editor cannot exist without something to edit; she will endow it with something of herself.

The distance implied in the gaze is also inscribed in the gap between past and present. Editing is always a reconstruction of the past and as such delineates consciously and unconsciously attitudes towards the past. It thus exemplifies the dialogue that is present in all areas of human activity between the difference and similarity of the past and present, the break between them, as well as their underlying continuity. Editors have always negotiated this traverse with greater or lesser self-consciousness about their procedures. The focus of this volume is editorial self-consciousness; but in its theorizing aspect its salvation lies in its indefeasible link to editorial practice. The one makes little sense without the other; if there is an “editorial gaze” then it implies that editing theory without editing is a monster that has no right to be born, struggle as it may. This is common-sensical, even comforting. Not all the contributors would necessarily accept it however, interpreting it as an attempt at closure. The Editorial Gaze contains many voices, and they do not always sing in sweet harmony. But they do agree that editors of necessity situate themselves in relation to the past.

To edit is defined by Webster's Dictionary as “to prepare or revise (literary matter) for publication.” The etymology of the word “edit,” from the Latin edare, to bring forth, gives a broader picture of editing than that confined to written texts. While the notion of the world as a text to be read is familiar to all readers of Derrida, the definition of text in this volume is usually narrower than this. It is confined to human artefacts from the past which are being brought forth again and, as it were, re-read, reinterpreted and re-presented. Texts in the following essays1 can, then, be musical scores, sound recordings, literary works.

Certain common themes run through the essays: the question of the nature and reality of authorial intention and its usefulness as a concept in editorial practice, the aims of editing (for whom, to what end), and postmodern questions such as the death of the author and indeed of the editor. The essays acknowledge tacitly or consciously particular vantage points, viewpoints, or angles from which the text is seen first by the editor and then by the reader, who is always the shadowy Other implied in the editorial enterprise.

The first two chapters, those of Randall McLeod (under the alias “Random Cloud”) and Trevor Howard-Hill, set the scene with a critique of a variety of editorial viewpoints, especially each others whether by implication or explicitly. The essays of David Greetham and Paul Eggert challenge postmodernist orthodoxy concerning the death of the author and articulate constructive new ways of looking at one of the central elements of editing: the nature of authorial voice or authorial agency. The following essays take up such general questions, discussing them in each case in the context of a particular, concrete editing practice. All the essays in different ways engage with the fundamental principles of the Anglo-American school of editing.

“Editor-gazing” rather than the editorial gaze is the focus of Randall McLeod s essay entitled “Enter Reader.” Indeed McLeod calls himself an “un-editor,” and his essay provides (in a most original and surprising way) evidence that can be used to argue for restricting the operation of the editorial gaze. He shows how editors (and sometimes the poet) in a particular tradition have characteristically failed to appreciate the graphic meanings conferred by layout, how “their spatial modes of gazing and reading will not map onto each other.” He demonstrates how editors have misunderstood the nexus between page layout and meaning in editions of George Herbert s poems. His essay counsels reading the evidence rather than editing and then reading it. Editing, then, for McLeod is a process which provokes misreading. Paradoxically, these very misreadings may point to the hidden dynamic and potentiality of Herbert's text.

Howard-Hill's richly sceptical essay, “The Dangers of Editing, or, the Death of the Editor,” deals with the relationship between editorial theory (by which he means postmodernist theory) and practice. Alert to the paradoxes inherent in the positions taken by such theory where notions of “author,” “intention,” and “authority” are problematized, he notes a shift on the part of Shakespearian editors from looking at the origins of the text towards a focus on its reception. He criticizes cogently the extreme position according to which it is valid to present only facsimiles of early printings because any further intervention by the editor implies unacceptable intervention. Thus, he sees the consequence of these theories as in fact resulting in the “death” of the editor. For Howard-Hill, editing necessarily entails reading, and to read is to interpret. He adopts G. Thoma's Tanselles statement that “Every act of reading is in fact an act of critical editing: we often call critical essays ‘readings,’ and critical editions are also records of readings.” He pinpoints the dilemma at the heart of postmodern theories of editing when he says: “If the editorial enterprise is indeed doomed, it will not die from resistance to or from acquiescence in theory, but from the uncertainties of editors themselves.” Howard-Hill emphasizes the “essential pragmatism of editing,” ending with a challenge to theorists of the type he is criticizing to come forward with editions embodying their theories.

The many-layered title of Greetham's paper, a quotation from Foucault quoting Beckett quoting someone, “‘“‘What Does It Matter Who Is Speaking,’ Someone Said, ‘What Does It Matter Who Is Speaking’?”’”, nicely sets the scene for the following essays in the collection and reflects the multi-facetted problem he is addressing. Greetham explores the importance of voice, authorial or other, in determining the meaning of a text. He engages with the Barthesian notion of the death of the author and Foucault's ideas on the nature of the author-function in order to demonstrate why it does matter who is speaking if the different textual voices are not to form a meaningless cacophony. He traces his idea through the thickets of textual attribution and the frequent multiplicity of authorial voices. He discusses both the question of quotation which is always the appropriation by someone of someone else's words, as distinct from the Barthesian author who is a simple vehicle for the words of others, and that of the relationship between the voice of the author, other voices outside the text, and the voices in the text.

Greetham's approach to the obliquities of voice is complemented by Paul Eggert's essay, “Social Discourse or Authorial Agency: Bridging the Divide between Editing and Theory.” Providing another perspective on authorial voice, Eggert highlights problems inherent in the stated aim of the Anglo- American school of editing to present a critically established reading text based on the author's intentions. He uses the examples of cataloguing, forgery, and also writers' self-editing as forming part of the act of creation in order to illustrate the complexities of the notions of authorship and final intention. He engages with both Foucault and Derrida to set up a dialogue between their socially centred view of writing and their destruction of the notion of the author on the one hand, and the indisputable fact on the other, that editors are faced with “texts” which testify finally to authorial activity. Focussing on the notion of authorship, Eggert develops an important distinction between “text” and “document”: he extends the meaning of “text” to refer to its reception—its actualization by readers—with “document” referring to the material object, the physical inscription on the page. This offers him a way of bridging the gap which has developed between the postmodernist social-contract theory of editing and the Greg-Bowers model focussed on intention and the authorial production of meaning.

Over the course of time authors change their minds, and the audiences for a particular text change. The next section, “Theory in Practice,” contains four essays which deal with editing problems of specific texts: post-colonial in the case of Richard Fotheringham and Mary Jane Edwards, and seventeenth-century in the case of Margaret Sankey and Mary Chan. Fotheringham's essay, “Editing Popular Nineteenth-Century Melodramas,” deals with plays which, because of the “textual volatility” caused by their long stage-history, cannot provide a single authoritative copy-text as the basis for an edition. This is because the extant scripts of the Australian plays with which Fotheringham deals cannot be understood independently of the relationship between the Australian and the English theatre of the time, and the laws of copyright. These melodramas went through various metamorphoses to achieve copyright protection, accommodate particular actors, and satisfy different expectations of English and Australian audiences. Often, there survive a limited number of unpublished witnesses, some not intimately connected with any of the play's actual performances. Because of the instability of these theatrical texts, Fotheringham generally favors the notion of what he calls reconstruction of the text—an enterprise roughly akin to the traditional eclectic edition.

In his first example, Robbery Under Arms, he is faced with a dilemma. Either he can reconstruct the play as it existed in its most popular form in its own time, or, with a view to performance of the play now, he can select those elements which appeal most to a modern audience. Thus the edition corresponds to a particular purpose, is directed towards particular readers or performers. The other example he gives is the reconstruction of a play of which only fragments exist—The Breaking of the Drought. Here the reconstruction would be far-reaching, and Fotheringham likens it to a collage of elements, based on strict historicist principles but requiring “radical editorial intervention.” The editor must become author, although always signalling his intervention and re-creation.

Mary Jane Edwards' essay, “Editing a Major Canadian Novel: William Kirby's The Golden Dog,” deals with the problems confronting the editors of this important, early Canadian novel. The original manuscript of the novel, with which Kirby was satisfied, was refused by the first publisher because of its length. This version is no longer extant and the subsequent abridgements into which the author was forced were the basis for editions during his lifetime. The author was not able to exercise editorial control over these, however, and further unauthorized cuts were made. The difficulties its author experienced were due in some measure to its status as a colonial text. The British citizenship of the author and the fact of the novel's being published in the United States meant that he had no control over the copyright of his work. Edwards points out the difficulty of applying the methods of the Greg- Bowers-Tanselle school of editing, given that the chequered career of this novel makes it impossible to know what the author's final intention would have been if it had been realized. Indeed she canvasses the possibility of an electronic edition which would include facsimiles of all the different versions and would encourage the reader to create his or her text of the novel. She draws back from this possibility, however, which she sees as the “ultimate appropriation” of an author who felt he had a right to shape his own work. She finally opts for the construction of an eclectic edition rather than, for example, a synoptic one, stressing the need for a readable product accessible to a wide range of readers.

Margaret Sankey's essay, “From Seventeenth-Century Clandestine Manuscript to Contemporary Edition: L'Autre Monde of Cyrano de Bergerac,” examines another aspect of the question of authorial intention. She demonstrates how the recent discovery of a seventeenth-century manuscript of L'Autre Monde has upset ideas traditionally held about the relationship between the already-known two manuscripts and the posthumous, expurgated first edition. Previous editors have believed that there was a “good” manuscript, a “bad” manuscript and a first edition not worthy of credence because of its many expurgations. The re-discovery of the third manuscript makes it imperative to rethink both assumptions, and also the nexus between print and manuscript in the situation of severe censorship which pertained in seventeenth-century France. Contemporary critiques of the notion of author and authorial intention, recent theory concerning the text as a social artefact, and computer-aided textual analysis open up a rich vein of editorial discovery, making possible a new edition of the work, as well as shedding light on the nature of clandestine manuscript publication in France at the time.

Mary Chan's essay on Roger North's Life of the Lord Keeper North deals with the textual-domestic problems of editing life-writing. The Life of Francis North by his brother, Roger, was “read,” “re-read” and editorially reinterpreted over four decades. Bibliographic analysis reveals six consecutive manuscript versions by the author. A seventh version, a pastiche of several of the previous versions, was subsequently published by Roger's son, Montagu. Yet this apparent overturning of authorial intention may have been in fulfilment of his father's wishes. Chan shows that all the versions correspond to different socio-political contexts, as well as demonstrating the evolution of the author's literary practice and his theorizing of that practice. The contemporary editor, Chan argues, is obliged first to contextualize and then to choose which version is of most interest to the contemporary reader—that which reflects current preoccupations with life-writing, the relationship between subject and narrator, or the relationship between history and fiction.

The last section of the volume, “Extending the Gaze,” examines the nature of the mediation involved in the editing of artefacts based in performance, rather than in textual materiality. The interaction between the oral and the written and between performance and text throws up a new set of problems for contemporary editors seeking authoritative readings. Margaret Clunies Ross's paper, “Editing the Oral Text: Medieval and Modern Transformations,” draws parallels between the medieval methods of editing Icelandic oral texts and modern methods of editing Australian Aboriginal oral texts to show the striking cross-cultural similarities between the two, in spite of the vast divide in time and space. For oral texts, editing implies taking only a sample of the textual product, a product which is much more diverse than that of written texts in literate societies. In addition, such texts are often multi-channeled: the human voice is often accompanied by instruments and dances. The nature of the author is also shown to be different from that in literate societies. In the oral tradition, authors are those who have access to a particular storytelling tradition and every author rewrites and in fact re-edits his text every time it is re-presented. Thus the roles of author and editor are conflated. Clunies Ross illustrates her essay with examples of each tradition: three different versions of The Sybil's Prophecy, from the eddic tradition, and the clan song Djambidj from Arnhem Land in Australia's Northern Territory. The range of variation between the different versions is remarkable. She draws the conclusion that there is of necessity a strong editorial involvement, and therefore imprint on, the oral material whenever it is re-presented to a literate audience, if only because the editor must always choose from amongst the many oral versions available of a particular work.

In the area of music editing, questions of authenticity and the relationship between process and product are vital ones which parallel and bring into relief those faced by editors of literary texts. “The Art of Audio-Editing: Representing Early Australian Vocal Recordings” is the title of Jeff Brownrigg's essay. It deals with problems in editing early sound recordings for re-release in compact-disk format. This essay provides the first extended discussion of a range of fundamental questions concerning the idea of authenticity in audio-editing. The questions center on the relationship of the recording to the actual performance. Brownrigg considers the surprisingly tricky question of choice of playback speed for early recordings, using as his example his proposed edition of some opera singing of Australian soprano, Ella Caspers. This opens up the question of the “moral dimension” of audio-editing: how far the editor can vary the sounds of a recording without “violating” the “original.” Brownrigg finally enunciates desiderata for the editing of all historical recordings.

The essay by Robyn Holmes, “Australian Music Editing and Authenticity: ‘Would the real Mrs Monk please stand up?’”, brings to the fore the dichotomy that has grown up between the musical score in its role as a basis for performance on the one hand and as a document on the other which aims to represent an originary authorial intention and capture an authentic past. Holmes demonstrates that this dichotomy is a false one. The musical score articulates at the same time the process of performance and the musical product, both as “text” and “document,” in the sense that Eggert uses these terms, and musical “text” is always inherently unstable. Holmes discusses the current vogue of performances based on the search for the “authentic” reconstruction of the work as it was originally written, pointing out that this is impossible because the integral past can never be recreated. The search for such “authenticity” is, she suggests, only a fad.

The practical problems facing the editor are dealt with in the example she gives of Australian music, little of which has hitherto been published. Holmes gives the example of Varney Monk's Collits' Inn, a music-theatre work of which a version of the libretto has been published, but none of the musical material. The work survives in fragmentary manuscript form not always corresponding to the libretto. Holmes's aim is to preserve the text for the future while preventing its becoming merely a museum-piece. She projects an edition which will serve both as a coherent, practical performing score and as a historically reliable document. She proposes a substitution of the notion of “integrity” for “authenticity” and of “coherence” for “definitiveness.” The role of the editor then is to construct a database that takes account of the author's wishes, the details of the original performances which recognize the collaboration of the performers and others who had input, and which will serve as a basis for the generation of editions for specific performance purposes as required. The multiple-text ideal such as Edwards describes but rejects for The Golden Dog is something, in prospect at least, that Holmes decides to embrace. Editorial mediation — completion, in another sense — will be unavoidable. It will take another form.

The question of authenticity, so clearly brought out in Robyn Holmes's essay, is one which lies at the heart of editorial practice. All the essays together could be seen to be a meditation on authenticity, on the attempt to reconstruct the past in the knowledge that this is impossible but that one or another coherent attitude towards it must be adopted for the editors mediation to take place. Editors' approaches to “authenticity” determine their individual editorial practice: anywhere from extreme eclecticism to extreme respect for each original document.

An editor's credo must manifest itself in a thousand or ten thousand details, and inevitably compromises will be made as the editor glances, now at the intended audience, now at the extant documents. The postmodernist editions envisaged in this collection will not evade practical necessities. In this sense if no other, the postmodern will prove deeply traditional, even as it makes needful adjustments to the Anglo-American school's commitment to authorship and intention as organizing centers of authenticity. The postmodern paradigm of the editor may be the forger, Van Meegeren, painting Vermeers, but at the end of the day a new document will have been created and the conditions of its material and linguistic textuality will not have been evaded.


Notes

	The essays in this collection were given in earlier versions as papers at two conferences in Australia in 1993 and 1994: The Textual Condition: Rhetoric and Editing at the University of Sydney (essays by Mary Chan and Paul Eggert); and The 4Rs: wRitingy, Repairing, Re-creating, Re-presenting the Text at the Australian National University for the Australian Scholarly Editions Centre, ADFA, and the Humanities Research Centre (the other essays).
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Chapter 1Enter Reader

Random Cloud
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No interpretation, however correct, takes precedence over evidence.

Randall Mac Leoid


In a recent essay, “FIAT fLUX”,1 I argued that one of the most famous examples of shape poetry in English, George Herbert's “Easter wings” from his 1633 The Temple, is not, in fact, a poem—by which I meant it is not a poem of two stanzas, but rather, two poems of a stanza (or even two) each. Moreover, the sequence in which these poems are to be read is ever in doubt. I held that this doubt is a matter of aesthetics, not the consequence of some regrettable loss of the relevant facts. That modern scholarship should be completely unaware of these textual issues and of their aesthetic consequences stems from its having been betrayed by modern editing, that branch of the humanities that advertises itself as being most scientific.

In the present paper I want to explore how the editorial tradition has obscured additional aspects of Herbert's poetic, ones which run curiously parallel to those of “Easter wings”. As I will focus on the formatting of “Superliminare” and of “The Altar”, adjacent titles in The Temple, I will not, therefore, be offering literary-critical interpretation of these poems (as that term is restrictively understood).


I

Unbeknownst to most readers, editors and critics, the two quatrains of the “Superliminare” page can be read as two poems, not just as one; moreover, the sequence of these two quatrains has been reversed for half of the publication history of The Temple. Sounds familiar? The sequence of “Superliminare” then “The Altar” has also on occasion been reversed. Sometimes two blank pages are hidden between these titles; sometimes they are open to view. Sometimes the pagination implies that pages should be here, but they are not to be found, or if found, are not to be found here. Sometimes many printed pages appear between the limen and the altar it introduces. Sometimes “Superliminare” and “The Altar”, or just the images of them, migrate within the volume. These images have also migrated to the covers of the book. They have even gone completely missing, leaving a gap in the pagination or a continuity—a hole or a whole. Sometimes the configuration of these poems is stable enough, but their presence sparks rearrangement or loss of adjacent leaves.

My explanations for these enigmas are not philosophically difficult, but they are convoluted. They will have to do pre-eminently with the physicality of texts, and with their production and consumption. To access this world, we need to bypass editorial rumour and simply photoquote texts, and ground our observations in their material and visual evidence. Sounds simple, doesn't it? But, if we are trained in idealism and abstraction, it is not. We have yet to learn to image—to imagine the real. We need, in short, to tbingk about text.

We also need to conjure up the physicality of ourselves reading. Neither disembodied texts, nor, if you please, disembooked bodies. My heuristic metaphor for this conjuration of ourselves reading Herbert's Temple is really just Herbert's: it is Reading as Entry, it is Reading as Entry into a Book-, it is Reading into a Book as Entry into a Building—


Enter Reader


—for our reading into The Temple is styled metaphorically as an entry into a temple.

Herbert's metaphor of reading as entry operates during only the first three titles of The Temple that follow “The Dedication”. I list them here as they were first published in 1633: (1) “The Church Porch”, titled, or sub- or co-titled, “Perirrhanterium (this essay in part turns on our inability to limit this relationship), then (2) “Superliminare” and finally (3) “The Altar”. Thereafter this metaphor of entry is of no account. The next poem, “The Sacrifice”, has nothing to do with it at all.

Let me now repeat these three steps of entry in more detail, before taking them up again in even more detail. We linger in (1) a Porch, becoming “sprinkled” with “precepts”. Next, we pass into (2) a Liminal space (as the etymology of the word “superlimin&te“ begs us to understand), where “Profanenesse” is bid “avoid”. In other words, that which is Before-the-Tem- ple, Before-the-Fane, Pro-fane, is bid turn on Vacancy. But readers can turn on Fullness: if, admonished, we remain intent on entry, and on tasting “The churches mysticall repast”, we turn the leaf, on the recto of which “Superliminare” lies—as if swinging open a Door—and symbolically step into the Church proper, immediately to confront (3) its Altar.

In its own small but precise way, the turning of this leaf is allegorical. The spaciality of the codex is not, at this brief moment, an irrelevant container and conveyor of signs. (This turning from one poem to the next, this entry, cannot, for contrast, be formally mapped onto a scroll.) Herbert's words are not arrayed without respect for the volumes capacity, its edges, its ups and downs, its left and right wings. Just here, form informs content, and content contains form. The hand that reaches to turn this leaf is not this once, at least, out of the picture. And this moment of incarnation lingers, even as we turn to the verso side of this leaf of The Temple; for its “Altar”, which lies there, proclaims it is made of the flesh of the heart. It seems that the temple, and The Temple, and its contents are not entirely other than the readers own body—or the body of the poet—or the communion of both bodies—or of others’.)

To flesh out what I have said about the embodied text in the last two paragraphs, let us now travel the path to the altar in three different documents: (1) the early Jones Manuscript (at least the additions and alterations of which are thought to be in the authors hand), (2) the supposedly posthumous Tanner Manuscript (which is a scribal licensing copy, but seemingly not the printers copy), and (3) the posthumous 1633 first edition. On these repeated entries, I will, again, have almost nothing to say about the literary content of the verse. (Ill have to leave all that to you.) Instead I will draw your attention to what we usually neglect—to headlines, titles, pagination, gutters, white spaces, letter-spacing, rules, ornamentation and other features of formatting and layout—such as our turning of leaves. And I will remind you of the text in relation to the reader.

1. THE JONES MANUSCRIPT2—illustrated in the next opening. “The Church-porch” begins on a recto. The blank verso shown here separates it from “The Dedication”, which is on the previous recto. It is hard to know whether we behold an untitled poem under the headline of “The Church-porch” section, or a poem entitled “The Church-porch” on a page with no headline.

Many pages later, the poem ends, with a curlicue, on a verso; like all the intervening pages, it bears “The Church-porch” headline. The recto facing the end of this poem is empty. Does the blank symbolize the end of the poem?—of a section? On turning the leaf, we can intuit another possible reason for the blank. The two four-line poems found here—I suppose they are poems, for each has a title, though neither has a curlicue—have been laid out as a diptych: they balance each other across the gutter. No headlines distract from their central positioning. For some, therefore, the first impression on turning to this opening will be graphic, before literary. For them, the eye may not feel obliged to begin at the upper left. Similarly, when Herbert constructs a title like he throws together different spacial modes. This uneasy combination resists our accustomed strategies of reading. Do we read “Anagram” and then the contents of the brackets, which sunder it? And do we read “Army” then “Mary”, or “Mary” then “Army”? (The 1633 Contents reads “Anagram of the Virgin Marie”. Tanner's Contents gives merely “Anagr:”, and in the body the bracketed words are followed by “Anagr:”. The poem is not in Jones.)3 
[image: ][image: ][image: ][image: ]
Had graphics been of no account, both quatrains and titles could easily have fitted onto just one of these pages—and if onto one of them, why not onto the preceding blank recto? Had graphics been of no account, the manuscript could have been two pages shorter, without any loss of verse and without cramping. Whatever they mean, the graphic stylings, the configurations of empty space before and after “The Church-porch”, are a conspicuous part of the text, even in this earliest surviving draft of The Temple.

The verso poem, which begins “Thou whom ye former precepts have I Sprinkled”, is “Perirranterium”. This latinized Greek word names a device for dispersing holy water. The recto poem, beginning with “Avoyd Profanenes”, is “Superliminare”. The root of this title is limen, 4 meaning “threshold”. Since “.subliminal” means “below the threshold of perception”, Herbert's title seems to ask us to imagine this quatrain as situated on the “upper threshold”—above the lintel (another cognate)—of the portal connecting the Church-porch to “The church.”—so named in the headline we encounter, as we turn and enter into the next opening. (Do you—do you regularly read the headline when you turn a page? or the footer?) Without having to move any distance through the interior of this Church, we immediately confront what many will regard as its architectural and theological focus, “The Altar.” The title is underlined and a curlicue follows the poem.

Here is another occasion in which graphic values are paramount, for the shape of this poem mimics an altar. In fact, it mirrors a classical altar; but that's another story, one that takes us back into the figured poetry of The Greek Anthology, which Herbert has parodied. Shown opposite are early versions of the altar poem, in the Palatine Manuscript, and also in French letterpress. This altar poem is variously attributed—to Dosiadis of Crete (in the manuscript) and to Theocritus (in the book printed almost a century before Herbert's poem was written).5

In the Jones Manuscript, the headline above “The Altar.” runs without break on verso and recto for scores and scores of openings hereafter, consolidating all the poems under it into a single section, “The church”, contrasting not only with the remote “Church-porch” section, but also with the previous opening, which has no headlines.

Now for the same trip in

2. THE TANNER MANUSCRIPT,6 where Herbert's collection is styled The Temple for the first time. (Illustrations for Tanner begin in the next opening.)
[image: ]
The ruling of the verso of the first image presents a conspicuously textual emptiness. On the recto, “The Church-porch.” is definitely a headline. “Perirrh̭anterium.”, formerly the title of the four-line poem that followed, is now the title of this poem. The title seems to have been written in as an afterthought, for elsewhere in this manuscript, as we shall see, a longer double rule is found above the titles, a shorter below, and they are writ large.
[image: ]
The end of the poem again falls on a verso, again under the headline “The Church porch”. This time the page opposite is not blank. The recto is headlined “Superliminare”, and below it are the two expected—well, they are not titled now, are they?—two quatrains, then, if not poems. Formerly these quatrains were on two pages, and only the second was titled “Superliminare”. (A table of contents, which appears for the first time in this document, lists “2 Church porch Pirrirranterium”7 on one line and “3 Superliminare” on the next. The Contents thus seems to regard both “Church porch” and “Pirrirranterium” as constituting one title; it also regards “Superliminare” as a title.) Although this Tanner Manuscript does not have, as the Jones Manuscript does, either a blank page after “The Church porch” or separate pages for the “Superliminare” quatrains, saving space here has not been its priority. The first quatrain of the “Superliminare” page could have been fitted on the preceding verso. More important, the placement of the double rule across the very middle of the recto, rather than immediately after the top quatrain, creates an arresting space above the centre of the page. (It is matched in area by the space below the lower quatrain.) Curiously, the spacing serves also roughly to align the bottom verses of each page. Thus, the design of this opening offers manifold symmetries. Nevertheless, the mid-page rules and spacing are in marked contrast to the layout of the facing verso. They seem self-consciously to identify the quatrains as poems, and by non-literary means. A wedge after the fourth line of each quatrain also signifies the terminus (as does the wedge after the last stanza of “The Church porch”, opposite). The short double-ruling, tight under the lower quatrain, is another unusual feature of the Tanner Manuscript. As we'll see in the next opening of this manuscript, short rules like this usually go right under a title, whereas the longer ones above this quatrain (they reach to the inner vertical rules) are the kind that usually go above a title. This quatrain, therefore, looks like a four-line title above a no-line voyd! Whatever the three different lengths of horizontal ruling on this recto might be deemed to signify, they do, like the previously observed symmetries, unmistakably assert graphic values.

Both Jones and Tanner manuscripts have placed at the bottom of rectos the verse that speaks of the peril of going any further. There is no “further”, however, unless we decided to turn the leaf. If we do, the headline of the next page shows that we have penetrated “The Church”, where we immediately confront “The Altar”, the title of which is sandwiched between the two lengths of rule we just saw around the lower quatrain of the “Superliminare” page. (The Contents follows “3 Superliminare” with “4 The Altar”, but makes no reference to “The Church”.)

And finally for the same journey in

3. THE 1633 EDITION—for which the illustrations begin opposite.8 Again the initial blank verso. Instead of a headline on the recto, there is, atypically, a centred page number. Ornaments precede—two titles are they? Indeed, each is listed separately in the alphabetical Contents, “The titles of the severall poems contained in this book” (see a and b). But the settings of these two lines of letter-press below the line of ornaments make me hesitate to think of them both as titles; for, although “The Church-porch.” uses the large roman typical of titles in this edition, “Perirrhanterium.“ uses the smaller italic of the headlines. (The typographical differentiation continues in the Contents: titles there are usually italic, but “Perirrhanterium” and “Superliminare” alone are roman (see b and c).)
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As in the Contents for the Tanner Manuscript,9 there is no “Church” entry, but there is one for “Church-porch” (see d and a). Perhaps the headline “The Church.” was deemed to title merely a section of The Temple (though a vast one), not, like the headline “The Church-porch”, a poem in it—or a section and also the poem in it. Whatever they mean, do there not seem to be elaborate bibliographic and typographic codes here?
[image: ]
On the last page of this poem, we see that the first of these names, “ The Church-porch.“, itself now in the smaller italic, serves as the headline. The poem ends with ornaments. Above, the page number “16” is in the usual, outer, position.

Curiously, the headline of the facing recto is, for the second time in the book, a centred page number, “17”. “Superliminare.” is not the headline of the page, as it was in Tanner. Ornaments frame the rest of the page, which is bisected by a (composite) rule, this time with more nearly equal space above and below it. Again, the graphic parallels and symmetries of the “Superliminare.” page may remind us of the parallels and symmetries of the diptych layout of the Jones Manuscript. The ornaments certainly remind us that the book is a site of more than literary signs. Logos and Opsis. Below the title, “Superliminare.”, each quatrain begins with a large capital, on a body approximately twice the size of the text type; these two titling caps confirm the message of the printer's rule: both codes lead us to see two poems here. Should the reader regard “Superliminare.” as the title of merely the first quatrain (which appeared as the “Perirrhanterium” poem in the Jones manuscript)? and not of the second—or not also of the second (which alone bore that title in Jones)?
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Now, the conventional typographical styling of the first line of poems in this edition follows an initial titling cap with a normal-sized capital for the second letter, whether it is in the same word or not. This practice opens up an ambiguity in Herbert's “Avoyd Profanenes” (as the compositor likely saw it in his copy, for that is the reading of both manuscripts). Because everything in the first line after the titling cap is ranged not against its base line, but against its top, a void opens between the apex of the “A” and the following (aptly named) “Void”, so that the word offers to split in two: as if to say that “profanity is a void”. In other words, since the upper reaches of “A” slope away to the left, “Void”, the first letter of which slopes down to the right, becomes visually a part apart. (You can see that there is no corresponding problem in the other quatrain on this page, because the crowning horizontal of the titling “T” reaches to the edge of its body, and so abuts on the following “Hc”. And of course, “T” cannot stand alone as a word, as “A” can.)

In the laser printing in which this essay is generated, disembodied “A” and “Void” can be projected as close to each other as one wishes —until they are tangent or even interpenetrating. But such proximity is not possible in normal typesetting, where the faces of adjacent characters can approach each other no closer than the limits imposed by their cumbersome bodies.
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Only mortising or cutting away the upper right corner of the body of the A to accommodate the smaller body of the V, or kerning the left arm of the typeface of the V onto the body of the A would have solved this problem. (One frequently sees the kind of kerning I am speaking of in the creation of a compact W out of two Vs—as in the former of these contrasting examples from Shake-speares Sonnets, 1609, numbers 84 and 108.
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The Garamond (in a modern version of which my essay is set) had to resolve the problem of representing the doubling of V in the design of the punch or the matrix. Such an elegant intersecting design as W could not have been created at the last minute by doctoring two V types.) In any event, the general point is this. The passage of Herbert's text from manuscript to letterpress has created an ambiguity. The medium and the formatting are not textually neutral.

As before, the warning of peril comes at the point where we must turn to continue. If we do turn the leaf, we enter “ The Church.”, as the headline proclaims. The poem on this page is one of only three in The Temple not to use a large titling cap at the beginning of the first line. The other two are also shape-poems, “Easter wings.” and “Easter wings.” At the top and bottom of “The Altar.” page are more ornaments—the use of which now ceases in this edition, until the very end of the Church section, scores and scores of pages away. The generous use of white space also now ceases until the end of the book (with one exception: the “Easter-wings.” poems again, which continue to be displayed as a diptych, as they are in both manuscripts).

Well! How one would weigh all these documents to establish authority for the various titles and headlines and sequences—I don't know either. I show them to you in their various layouts to suggest that poetic graphics and graphic poetics were important in various ways at various times to the poet, scribes and printers. I think that our wetnessing the fluidity is saner than trying to desiccate a “correct” or “final” or “intended” version. (One might as well bid the ever-various sea not make waves.) In the documents we have examined so far, this fluidity can easily seem conscious; and poet, scribes and printers can easily seem partners in poetic realization. As we shall see, however, in the editorial tradition from the early nineteenth century on, fluidity often registers as unwitting and inadvertent—as the sign of an intellectual eddy or a backwater. Since the evidence to follow will demonstrate that, when we read across editions, our entry continues fluid right to today's texts, one may want to ask whether the posthumous openness of the text is not somehow Herbertian, not somehow part of its impulse, not somehow part of its finality?



II

Does the liminal space between Porch and Church “belong” to The Church- porch before it?—to The Church after it?—to both?—to neither? These questions, consciously posed or not, have vexed Herbert editing since 1674, when the format of the 1633 edition, which had been transmitted very conservatively through ten editions, became unstuck. These questions became even more vexing, as we shall see, in the early nineteenth century, when they touched on another set of questions: Is the Altar in the Church?— in the Porch?—in neither? Is there even a Church at all?—or a Temple?
[image: ]
Pickering's influential second edition, 1838 (which is shown overleaf), provides a very graphic example of buggering it all up. Here “SUPERLIMINARE.” is definitely a title—and of one poem, numbered “II.”, for small caps grace “THOU”, but not “Avoid”. Surrounding rules yoke it with the poem “III. THE ALTAR.”, and suggest an architect's groundplan for a Church. (These poems' coming under “THE CHURCH”, a new headline, where we might have expected something liminal, makes this an inevitable interpretation.) In Tanner and in the first edition, these poems had occupied a leaf; one couldn't get to “The Altar” without obscuring “Superliminare”. Above the “SUPERLIMINARE.” poem is outlined a small open Porch (Enter Reader), its width identical to that of the letter-spaced 
[image: ]
headline. But the long poem “The Church-porch.” ends on the verso opposite, and absurdly lies entirely outside the small graphic representation of it. And on the pages after “THE ALTAR.”, comes the bulk of the vast Church section of The Temple, also, absurdly, ruled out. In Pickering, the liminal is inside rather than between—as if the interior of the Church (though it could not contain all of itself) can nevertheless enclose all of the passage to itself from without. Such a paradox of containing the Other might do (might even be required) for a definition of God, but it doesn't seem apt merely for God's house. Pickering is in the tradition of graphic play in this site within The Temple; but he is playing by his own rules.
[image: ]
Pickering's rules may have been inspired by rules outlining “The Altar.”, which became the norm with the third edition, 1634,10 and which may themselves have been inspired by the very sort of lines we saw bounding the altar poem in the Greek Anthology, and by similar styling (variously of rules or flowers or both) which became the norm by the next edition, 1635, for settings of “Superliminare.” Here the evocation is of a portal, isn't it? (For sure, then—Enter Reader.) In the hands of Buck and Daniel, the same Cambridge printers who had brought out the first edition, and would, down to 1641, bring out all the next five, the graphics of this passage in The Temple uncannily continued fluid.11 
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It also continued uncannily solid, for once the setting of the types of “The Altar” was ruled, in 1634, the ruled type stood, and was reused in the remaining Cambridge editions, of 1635, 1638 and 1641,12This observation can be tested on one of those—what do you call them? On a McLeod Portable Collator!13 The most interesting revelation from looking at text this way—some people actually spend their days gazing at literature, scarcely readings, at all—is that the upper half of this array of standing type for “The Altar” pied. A broken Altar indeed! It likely pied between the 1635 and 1638 editions (but perhaps during the print-run of one of them), for only the bottom half is an identical setting in all the copies of these two editions that I have seen. (Images of each setting are in the previous opening.)

The Cambridge editors' graphic innovations persisted through the next half-dozen editions from the mid 1630s to the mid 1670s, even when the printer changed, and publication moved from Cambridge to London.14

During this graphic efflorescence, appeared three editions of Richard Crashaw's, Steps to the Temple, Sacred Poems, the first published in 1646.
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