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[introduction]






On 24 March 1870, a report on the exhibition of a moving
panorama

1 of 
Paradise Lost was published in the 
Evening Post:



Bachelder’s Diorama of ‘Paradise Lost’ was exhibited
last night at the Odd Fellows’ Hall, for the first time in
Wellington. It consists of about 50 paintings illustrating
the most striking scenes in Milton’s poems, divided into
five sections—Heaven, the rebellion of the Angels, the
Creation, Pandemonium, and our first parents in the
Garden of Eden. The pictures are admirable specimens
of scenic art, and the illustrative lecture by Mr G. W.
Carey, the celebrated tragedian, is equally attractive. In
fact his declamation of passages from Milton is alone
worth paying the admission fee to hear. Appropriate
music is provided; and, as a still further attraction, a free
distribution of gifts of various kinds is made amongst
the audience every evening (p. 2).

2




Presenting Milton’s 
Paradise Lost by means of the panorama, a
new medium which had become a popular form of
entertainment, excited considerable interest throughout New
Zealand. The advertising for the ‘screening’ of the poem, and the
reviews, together offer a detailed account of what the audience
saw and heard, and include critical assessments of the ability of
the panorama to provide a visual representation of the poem.

Paradise Lost also became a key factor in a review of a poetry
reading by William Golder (1810-1876), a working-class Scottish



settler. He advertised in the 
Evening Post on 8 June 1869, the day
before he began a public reading of a long poem, 'The Philosophy of
Love', which took place over two nights at the Wellington
Athenaeum, and his performance was subsequently treated to an
acerbic review which included the criticism that Golder had
‘caricatured’ Milton’s poem. With the subsequent publication of
his fourth (and last) volume of poetry, 
The Philosophy of Love in
1871, Golder included a preface which sought to rebut the
accusation and, in so doing, demonstrated both that Milton’s
poem was a living literary work of continuing cultural
significance and that, as Renzo Dubbini argues, cultural
imperatives shaping developments in nineteenth-century visual
media (in this instance, the panorama) were also being
manifested in poetry.

3


Considering these events together, and keeping in view the
role of the 
Evening Post and other newspapers in providing
publicity for and commentary on them, makes it possible to gain
further understanding of the energies and interests being
manifested in media development in early Wellington, in
addition to theatre, music and opera. An important link between
them is John Milton’s epic poem 
Paradise Lost, and the
knowledge of that poem shared by Golder and the 
Evening Post’s
reporters. The reporters’ judgments about the quality of the
panorama and Golder’s poem reveal how they evaluated the
specific performance in each case according to standards
explicitly derived from other media forms—from history and
landscape painting and epic poetry in the case of the panorama,
and from a tradition of literary production in educated English
speech and poetic register in the case of Golder’s reading of his
poem. The two events between them bring together pictorial,
verbal and audio media forms which share a complex history of
interactions and technological developments: painting, speech,
music, theatrical performance, lectures, and print in newspapers,
poetry and pamphlets. But each event is constituted by the
specifics of the selection and combination of elements from this



inherited array of expressive forms. In each case, the event is
more rather than less than the sum of its parts, and the challenge
to interpretation is how to conceive the integrity of the
performance event, especially when it is constituted by a new
media form (the panorama), or a new conception of poetic
production (the democratic poem).


A productive approach to the question of how the aesthetic
and intellectual purposes of each performance can be identified
from the performance itself, rather than by fragmenting it into
other media forms with which a reviewer is familiar, is offered by
Katherine Hayles in her concept of media-specific analysis, a
concept and practice which requires that the full materiality of
semiotic texts of any kind must be taken into account in
interpretation of them:


The crucial move is to reconceptualise materiality as 
the
interplay between a text’s physical characteristics and its signifying
strategies. This definition opens the possibility of
considering texts as embodied entities while still
maintaining a central focus on interpretation. In this
view of materiality, it is not merely an inert collection of
physical properties but a dynamic quality that 
emerges
from the interplay between the text as a physical artefact,
its conceptual content, and the interpretive activities of
readers and writers. Materiality thus cannot be specified
in advance; rather it occupies a borderland—or better,
performs a connective tissue—joining the physical and
mental, the artefact and the user.

4




Although developed in relation to electronic literature, Hayles’s
emphasis on ‘texts as embodied entities’ is applicable to any
media object. One way in which this emphasis will be carried
through this discussion is by the use of illustrations of some of
the relevant texts, so that the difference introduced by the
‘physical characteristics’ of the medium—for example, the
historically specific material form given to ‘the news’ and ‘the



advertisement’ on the pages of the 
Evening Post, or of Golder’s
performance-in-print of ‘
The Philosophy of Love’—can remain
a present factor in consideration of the issues raised by placing
the two events in conjunction. The principal purpose of this
essay is to make a case for reading Golder’s poetry, but also the
panorama, in a manner responsive to the values and purposes
which each embodies, that is, their signifying strategies.





1 Although the advertisement describes the presentation as a diorama, and dioramic effects were an important part of spectators’
experience, the term ‘moving panorama’ is more exact. For discussion of the various techniques and structures developed for panoramic representation, see Mimi Colligan, 
Canvas Documentaries: Panoramic Entertainments in Nineteenth-Century Australia and New Zealand (Melbourne: Melbourne University Press, 2002), pp. ix-xiv, and Bernard Comment, 
The Panorama (London: Reaktion, 1999), ch. 4.





2 Unless otherwise indicated, all references to primary newspaper sources are to ‘Papers Past’, 
http://paperspast.natlib.govt.nz/cgi-bin/paperspast [accessed 22 Feb 2013].





3 

The Philosophy of Love. [A Plea in Defence of Virtue and Truth!] A Poem in Six Cantos, with Other Poems (Wellington: W. Golder, 1871), 
http://nzetc.victoria.ac.nz/tm/scholarly/tei-GolPhi.html
My electronic edition of Golder’s poetry can be found at 
http:
//nzetc.victoria.ac.nz/tm/scholarly/tei-corpus-golder.html [accessed 26 Feb 2013]; Renzo Dubbini, 
Geography of the Gaze in Early Modern Europe, trans. by Lydia D. Cochrane (London and Chicago: University of Chicago Press, 2002), p.130.





4 N. Katherine Hayles, ‘Print Is Flat, Code Is Deep: The Importance of Media-Specific Analysis’, 
Poetics Today, 25.1 (2004), 67-90 (p. 72).
Emphasis in the original.
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Reading ‘
The Philosophy of Love’ in Wellington in 1869


Golder’s choice of a title is deliberate and helps to locate him
with some precision in the progressive intellectual and religious
culture of lowland Protestant Scotland in the first half of the
nineteenth century. I have argued elsewhere that Golder is a
local exponent of a distinctively Scottish intellectual, religious
and cultural movement represented by the writings of the Rev
Thomas Dick;

5 the panorama as a new media form emphasising
public information, education and entertainment attracted Dick’s
attention and clearly exemplifies key principles in his thought,
and can be read as a contemporary correlative in a different
medium of Golder’s poetic work.


The programme for the reading is set out in the 
Evening Post
advertisement as follows:





[image: Illustration 1: Advertisement for Golder’s public reading. Evening Post, 8 June 1869, 3]
Illustration 1: Advertisement for Golder’s public reading. 
Evening Post,
8 June 1869, 3







The poem is intended to provide religious, moral and practical
instruction through realistic examples and the narrator’s
commentary on them; the goal of the instruction is the reader’s
forming a true understanding of the meaning of love and the
challenges to the fulfilment of love produced by the world as it
is. Reading poetry of this kind is strongly contrasted to being
‘Well read in 
Novels’ or reading ‘French romance’, which are
‘heart-inspiring’ but ‘unqualified by sober 
truth!’

6



Before considering the reporter’s critique of the poem, to
which Golder replied in the preface to his print version, the
context and character of the reading as a performance needs to
be taken into account. The only eyewitness information about
the actual event is embedded in the dismissive and satirical
description given of the reading as a performance in the Evening
Post report:


A lecture announced for a short time back by
advertisement was given last night at the Atheneum. The
lecturer was Mr Golder, and the subject ‘the philosophy
of love’. From the style of the announcement, we felt
rather curious in reference to the matter, and naturally
expected to find the lecturer—who we heard had written
a volume of poems—a young and ardent swain of the
troubadour genus, full of the ‘thoughts that breathe’ and
pouring forth ‘words that burn,’ who was going to
attempt establishing the tender passion on a
philosophical basis, as being more consonant to the tone
of this prosaic age than the romantic pedestal it occupied
in days gone by; but one glance at the lecturer’s face
dispelled the illusion. We found him a hard-featured
individual, certainly not in his first youth, with grizzled
locks and beard, unkempt and unshorn. Still we thought
many a rough casket encloses a valuable gem; but when
he opened his mouth to speak, his horrible
mispronunciations and his harsh accent dispelled in a



moment all thoughts of love, romance or poetry. The
audience consisted of two young damsels, an elderly
dame (whose thoughts of love must have been of a
maternal or rather ancestral character), and four
respectable citizens—whose appearance betokened that
they had been for some time impervious to Cupid’s
shafts.

7


[image: Illustration 2: William Golder, photographic portrait (c. 1868). Golder Photography, Waipawa. Reproduced with the permission of the Golder family.]
Illustration 2: William Golder, photographic portrait (c. 1868). Golder
Photography, Waipawa. Reproduced with the permission of the Golder family.










While the reporter is clearly engaged in caricature, his verbal
description of Golder’s appearance is consistent with a
photograph taken not long before the reading (see illustration 2).
Lacking any other evidence, the caricature of the audience can
also be assumed to provide a glimpse of Golder’s small audience.
Overall, this account of the reading is an unqualified expression
of violated literary and aesthetic expectations; because the
difference between Milton’s epic style and Golder’s plain style is
unmistakeable, the critique has to be primarily an attack on what
the reporter perceives to be the utter pretension of Golder’s
claim, signified by his putting on a public reading, to be a poet to
be taken seriously by his community.

8 Since two of his
publications are named in the advertisement, the reporter’s
reference to just one volume has to be disparaging.


Treating the reading as an embodied text brings a different
kind of attention to it than was available to the reporter, for
whom Golder’s bodily and vocal presentation singularly fails to
conform to a high-cultural conception of the poet and poem. In
his decision to present his poem through a medium constituted
by his personal presence in the public space of the lecture room,
rather than in the abstractness of print, Golder immediately and
unavoidably ties the poem to its social and singular personal
origins. The photographic portrait and its satiric reflection also
have the effect of underpinning Golder’s enactment of the
character of the democratic poet in his public performance of his
work. This poetic character has its roots in a distinctively
Scottish conception of the democratic poet which originated in
James Beattie’s 
The Minstrel (1771-74) to which Golder affirmed
his allegiance in his first New Zealand volume, 
The New Zealand
Minstrelsy (1852). Golder’s claim to be a poet as it is enacted in
his reading collides with the reporter’s conception of a modality
of performance grounded in a literary and linguistic education
for which Milton’s poetry continued to provide the standard of
aesthetic judgment and achievement. It is particularly notable
that a key issue in Scottish literary education from the later



eighteenth century is raised here with such directness. Golder’s
voice-in-print is English, but his embodied voice is lowland
Scots and it marks him as outside the English-language British
literary establishment. However much he had educated himself
in modern knowledge, he had not learned (whether because he
lacked opportunity or because of a nationalistic principle) to
shape his speech in conformity with English rules for elocution.

9


As the report notes, the poem takes an approach to its
subject which is more ‘philosophical’ than ‘romantic’, and begins
with an account of love itself and its divine origin:


Love!—Who can tell its nature? ’Tis beyond
Conception’s pow’r when seen in prestine state,
As it from God’s paternal bosom sprung,
As co-existent with His only Son! [...]
Here is Love’s high beginning,—Its great birth,
And source of issue; from which it pervades
The vast circumference, from its centre, forth
Through Heaven’s empyrean space, and filling all
Immensity with its exhaustless flow:
Yea, permeating with its light, and life,
Th’ angelic hosts as cause of all their joy!
Such love, how beatific.—How divine,
And godlike is its nature! (Canto 1, p. 1).




It is the First Canto of the poem which attracts the
accusation that Golder had ‘caricatured’ Milton’s poem:


The lecture itself was a most extraordinary production. It
was not a 
lecture, but a sort of strange incomprehensible
religious poem, dealing with the love of angels and the
Deity, from thence descending to Adam and Eve.
Passages descriptive of their wooing (caricatured from
Milton) were certainly gems in the way of absurdity.
Eve’s advent upon the terrestrial scene, and her address
to Adam, baffles all description, and seemed particularly



to delight the old lady, possibly because she did not
understand a word of it. How any man not a candidate
for Karori can attempt to inflict such stuff upon the
public—even gratis—it is hard to conceive.

10




The satirical wit and vigour of the review is in itself highly
entertaining, but what is more significant here is the difficulty the
reporter finds in categorising the event. Because the words were
presented in verse, however uncomfortable the reporter felt
about terming it a poem, the term lecture also seemed quite
inappropriate; but this term points to the poem’s instructive
purpose. Golder’s poem, in other words, seeks to embody in the
one form features which, for the reporter, are characteristic of
different media forms with distinctively different purposes and
social occasions. Ironically, the reporter’s satirical analogy with a
political meeting places the reading in a democratic context of
political rather than poetic discourse.


In response to this critique, Golder printed an extended
discussion in his preface to the poem, noting that he had
composed a letter in reply which had not been published. While
the reporter seems to mean by ‘caricatured’ that Golder’s poem
is a degraded version of an original—
Paradise Lost—Golder takes
it to mean plagiarised and so a challenge to the originality of his
poem. He records a question which occurred to him when
copying his poem, and his response: ‘What, if I should be
blamed for borrowing from Milton? This rather startled me. I
immediately took down his works to make search; but at this
time failed in finding what I sought’. The report ‘made me search
his works more earnestly, to see what grounds there were for
such an accusation; at length, I found about the end of 
Book
VIII. of 
Paradise lost [sic] the place, to which our 
critic must have
referred, and saw, to my surprise and delight, we only painted the
same picture from different points of observation’.

11 Since
Golder believed that the source of the motivation to write poetry
was a divinely-given talent, his reading of ‘caricatured’ as



‘plagiarised’ signals the importance of his claim to a kind of
equality with Milton—they ‘painted the same picture’ from
different view-points—and his displacement of the report’s
scheme of evaluation, in which Milton’s poem is the original and
Golder’s is a poor repetition, by the grounding of the originality
of his poem in himself and his specific perspective in time and
place. Something more of the denigratory force of ‘caricatured’
can be inferred from a paraphrase of ‘caricature’ given by Dick in
a different context, of Biblical interpretation: ‘to twist it from its
precise and sublime references, to accord with the vague fancies
of injudicious minds’.

12


Golder also accuses his critic of ignorance, being one of
those ‘who may have no farther knowledge of [Milton’s] works,
than what they have seen, of extracts, in their school-books’.

13
What Golder’s self-justification shows us is that Milton’s 
Paradise Lost is a conventional part of a basic literary education, even if
the poem is not read as a whole. We might also infer from both
the critic’s journalistic commentary and the poet’s prefatory
address to his readers that Milton’s poem had become so
naturalised in literate British knowledge that it could inform any
writing on literary, religious, philosophical and moral themes. In
particular, Golder had a copy at home, by which he could
compare his writing with Milton’s and settle to his own
satisfaction how close the two poems were in their content and
expression.





5 See Brian Opie, ‘Futurity and Epic: William Golder’s “The New Zealand Survey” (1867) and the Formation of British New Zealand’, 
Journal of New Zealand Literature, 22 (2004), 55-72 (pp. 64-8).





6 

The Philosophy of Love, pp. 90-2.





7 10 June 1869, 2.






8 See Brian Opie, ‘
The New Zealand Minstrelsy (1852): William Golder
and the Beginnings of a National Literature in New Zealand’,

Victorian Poetry, 44.3 (2006), 273-92 (p. 276 and pp. 287-9).






9 Golder’s near contemporary, the poet Rev. Robert Pollok, whose
poem, 
The Course of Time (1829) provided the titlepage epigraph to


The Philosophy of Love, puts forward in a letter a critique of what he takes to be the current view, ‘That he who thinks clearly and
elegantly, will not fail to speak and write clearly and elegantly also,’
based on the difference between speaking vernacular Scots and
learning English by reading. (See David Pollok, 
The Life of Robert
Pollok (Edinburgh and London: William Blackwood and Sons, 1843;
rpt. Kessinger Publishing, n.d.), pp. 76-8.





10 

Evening Post, 10 June 1869, 2. Emphasis in the original.





11 

The Philosophy of Love, p. vii.





12 
The Christian Philosopher; Or, The Connection of Science and Philosophy with Religion, in The Complete Works of Thomas Dick, LLD (Cincinnati: Applegate & Co, 1854), II, p. 142n.





13 

The Philosophy of Love, p. vi.
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Panoramic Milton



Bachelder’s Grand Miltonian Tableaux of Paradise Lost, a moving
panorama, was first presented at the American Hotel, Auburn,
California, on 22 April 1865, and it travelled in the United States
and England before moving to Australia in 1867.

14 
Paradise Lost
was one among three panoramas Bachelder toured together



throughout New Zealand between January 1869 and June 1870,
the others being 
Bachelder’s Grand Historic Mirror, and Diorama of the
American War and 
The Grand Moving Diorama of The Apocalypse.
The first exhibition of 
The American War took place on 6 January
1869 in Christchurch, and was followed by 
Paradise Lost on 27
February. 
The Apocalypse arrived later, and the first notice of its
exhibition in Dunedin is on 31 May 1869. Bachelder was active
in New Zealand as the proprietor of these and five other
panoramas: 
The Naval Engagement between the Merimac and Monitor,
and 
The Grand Moving Diorama of the Kearsage and Alabama, which
were exhibited with the diorama of the 
American War;
Bachelder’s 
Combination Colossean Pantascope of a Tour Through
America, New Zealand, and Australia (1872), 
The Arctic Expedition of
1875-76 (1877), and 
Enchanted Palace! Silver Lake! Abode of the
Fairies! (1880). He also acted as the agent for 
Thompson’s
Confederate Diorama of the American War and his final appearance in
1882 is in advertisements for a minstrel show. The most widely
noticed are 
The American War (1869-1883), of which J. C. Rainer
became the proprietor in 1872, and 
Tour Through America (1872-
1880); 
Paradise Lost was reportedly purchased by Bachelder’s
New Zealand agent, Henry Eastwood, in 1875, and references to
it continue to appear during 1876.

15


The first three panoramas constitute a remarkable group,
because they take very different subjects and sources for their
images: an epic episode in recent American history, an epic
poem, and a prophetic vision. These differences are
acknowledged in reports on the effects experienced at the
exhibition of each panorama: the source of 
The American War 
panorama was contemporary places and events known of, or
experienced by, members of the audience, a correlation doubly
underpinned for 
The Tour Through America because some
reviewers could verify the accuracy of the scenes from personal
experience, and Bachelder had brought with him photographs
‘taken for the express object of painting the diorama’ which had
been copied ‘with regard to strictest accuracy’ to make the



panoramic images;

16 the source of 
Paradise Lost was ‘Milton’s
grand realisations’;

17 and the source of 
The Apocalypse was ‘St
John’s mighty visions’.

18 But the same criteria are applied to the imagery of all three, the crucial effect being the effect of ‘reality’,
whether or not it was thought to have been achieved. A
comment on 
The American War is representative of commentary
on the overall effect sought by all three panoramas: to ‘give the
scenes and events an air of life-like reality [...] being apparently
placed before the eyes of the spectators as if [they] were actually
taking place’.

19


On the same day that the 
Evening Post report introducing this
discussion was published, a report published in the 
Wellington
Independent foregrounded a difficulty experienced by some
viewers of the panorama with its pictorial realisation of Milton’s
poem:

Milton’s beautiful language renders the most exaggerated
and impossible conceptions grand and impressive, but
pictorial compositions, although thruthful [sic] to the
poem, strike one as utterly incongruous. Such a poem as

Paradise Lost is really desecrated by being made the
groundwork of a Panorama, but looking at the matter as
a mere exhibition, the pictures are really worth seeing
and will well repay a visit’.

20




This difficulty, as well as a moral and religious exception to
nudity, clearly followed the panorama on its circuit: for example,
Henry Eastwood responded to criticism in the 
Daily Southern
Cross, by reprinting, together with the advertisement for its
exhibition in Auckland, a substantial review offering unqualified
praise of the panorama which had been published in the 
Ballarat
Star.

21 A report published in the 
Evening Post about the second
performance brings out in useful detail the experience of
incongruity which attended the performance for some of those
who wrote about it:





Bachelder’s diorama of 
Paradise Lost was again
exhibited at the Odd Fellows’ Hall, last evening, as we
were sorry to observe, to a rather thin house. The
pictures are certainly marvels of the scenic art, some of
the landscapes especially being worthy of the highest
praise. The figures are well painted, too, and not devoid
of expression, but the subjects are badly chosen, and,
whatever may be said, there is something in the whole
affair that jars upon one strangely. In Milton’s
marvellous poem there seems to be nothing incongruous
in myriads of angels engaged in fierce battle; nor are we
startled at reading of Satan’s legions bringing up their
hellish engines of war, which belch forth sulphureous
flames and destruction—in fact, it seems a natural
sequence to the revolt; but, when we see angels reduced
to bodily presence on canvass, on horseback and in
chariots, with arms offensive and defensive, hacking
away at each other (their wings appearing to be in
imminent danger of getting chopped off)—when we see
them costumed like American militiamen, formed in
squares with mathematical precision, and afterwards
discover that Satan’s hellish engines, which existed in our
fancy as something vague and terrible, are depicted as
merely old fashioned winged cannon, we feel that an
outrage has been done to taste, to say the least of it, and
the immortal Milton vilely parodied. To anyone with the
poet’s sublime description of the final overthrow of
Satan fresh in his mind, especially the climax, ‘Eternal
wrath burned after them to the bottomless pit,’ it seems,
if not impiety, at least high treason against lofty
conception, to look at a stiff figure standing up in a
species of car placidly throwing rays from his hand on a
crowd of dark-looking individuals, who are falling over a
terrace. Mr Carey’s descriptive lecture goes a long way
towards relieving the absurd incongruity of the



exhibition. He is an elocutionist of no mean powers, and
recites Milton’s poetry with a chaste and yet forcible
diction, extremely pleasing to listen to. In fact, were he
to roll up the pictures and banish the transmogrified
angels from view, and then recite Paradise Lost, he
would afford an intellectual treat far better worth the
money than the present ‘show’.

22




In contrast to the reporter’s representation of Golder’s poetic
performance, in which nothing was capable of ‘relieving the
absurd incongruity’ he experienced, reviewers were typically
complimentary about the technical qualities of the pictures
shown. But the strong preference for the verbal rather than
pictorial representation of sublimity brings out an issue which is
central to the discussion of the diorama and panorama—that is,
the emphasis on realism in the depictions of scenes and events (a
good example, given the American origin of the panorama, is the
representation of the warring angels as ‘costumed like American
militiamen, formed in squares with mathematical precision’). For
this reviewer, the supernatural cannot be visually embodied with
sufficient grandeur to retain conviction; in fact, the visualisation
of the poem debases its intellectual pleasures, which are
associated with hearing the words recited ‘with a chaste and yet
forcible diction’. This contrast is emphasised by the importance
attached to the eloquence of the reader; Bachelder was found
wanting when he was the lecturer (was it his American accent?)
and this criticism was also made in Australian reports of the
presentation of the panorama, which were critical of the lecturer
for not being ‘an accomplished elocutionist’.

23 The perspective
of judgment is emphatically literary, the representation of the
performance being based on well-established conceptions of the
imaginative and linguistic effects achieved by Milton’s poem.


Conducting a media-specific analysis is challenging because it
is difficult to interpret the interest and excitement generated by
panoramas as a new media form, which is typically referred to in



newspaper reports by references to full houses, repeat
performances and the power and realism of the visual effects.
What follows in this section is an attempt to locate the crucial
components of the form and the values attached to them (its
‘physical resources and signifying strategies’). More information
about the specifics of the imagery is given in an advertisement
published in the 
Evening Post for a return exhibition of the
panorama in 1874:




[image: Illustration 3: 1874 Advertisement for Bachelder’s Paradise Lost. Evening Post, 10 November, 1874, 3.]
Illustration 3: 1874 Advertisement for Bachelder’s 
Paradise Lost.

Evening Post, 10 November, 1874, 3.









Australian advertisements noted that the paintings were based
on those of John Martin, who introduced a new conception of
Milton’s poem into the repertoire of its illustration in 1826 by
emphasising the vast, imagined spaces in which angelic and
human action occurred.

24 Lacking the actual imagery of the
panorama, it is possible to appreciate what might have stimulated
the advertisement’s response to ‘Eve before the Fountain’ by
consulting Martin’s illustration of that scene, in which Eve is
located in the centre of a still bowl of light pouring in from the
wide expanses of sky and framed by the luxuriance and variety of
nature.



[image: Illustration 4: Illustration to Paradise Lost, Book 4.452, in [Plates] by John Martin (London: Septimus Prowett, Old Bond Street, 1825- 1826). Ref. 2010/5. Collection reference: REng MIL 1667 Para 1825. Rare English Collection, Special Printed Collections. Alexander Turnbull Library, Wellington, New Zealand.]
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A composite of what one might have experienced on going
to the Odd Fellows’ Hall to see the 
Batchelder’s Grand Miltonian
Tableaux can be put together from newspaper reports and
advertisements. In her history of this medium for entertainment
and instruction in Australasia, Colligan describes the form as
follows:


In the forty-year period of moving panorama popularity
in Australia and New Zealand, from about the mid-
1840s to the late 1880s, there were three main categories
of subject: scenes of the Australian and New Zealand
colonies; scenes of England and the Continent; and
scenes of historical and contemporary battles. There was
also a minor category; religious scenes.

25




The emphasis, in other words, was on current news and
information, communicated realistically by employing large-scale
images, lighting effects characteristic of the diorama, and voice,
sound and motion in a multimedia presentation achieved by
painting the pictures on a long strip of canvas, wound round a
spindle and unrolled across the proscenium of a theatre or hall to
the accompaniment of music, the pictures being explained by the
lecturer.

26 All the component elements, and the public interest,
which are associated with twentieth-century newsreels, television
and digital media are here already in place, if not yet integrated
technologically into a new media form like film.

27


More information about the social and cultural contexts in
which the 
Paradise Lost panorama was presented can be obtained
from a cartoon published in the 
Ballarat Punch on 19 October
1867, at the time of its first presentation in Australia:





[image: Illustration 5: ‘From the Sublime to the Ridiculous’. Ballarat Punch, 19 October 1867. Reproduced with the permission of the State Library of Victoria.]
Illustration 5: ‘From the Sublime to the Ridiculous’. Ballarat Punch, 19
October 1867. Reproduced with the permission of the State Library of Victoria.







One of the jokes concerns name recognition. Not every passer-
by is expected to be sufficiently literate to recognise immediately
that ‘Paradise Lost’ signifies a poem, or to be aware of the
reputation of Bachelder’s panoramas, although the cultural
boundaries of literacy do not sharply distinguish members of the
working class from higher social levels. The pavior in the
cartoon could, for example, be William Golder. But clearly those
reading the cartoon are expected to pick up both punning
jokes—that is, both 
Paradise Lost and Bachelder are assumed to
be part of current cultural literacy. It is also worth emphasising
the context of the conversation: it occurs in the street, with a
diversity of social and cultural markers indiscriminately rubbing
up against each other. There is the tobacconist, notices for
another of Bachelder’s panoramas, 
The American War , and for

Paradise Lost higher on the wall, and one for a tea meeting. The
purposes of the Mechanics’ Institute, like the Wellington
Athenaeum, emphasised self-improvement through education
and instructional entertainment, especially in modern knowledge.
Two women are going into the Mechanics’ Institute, where the
panorama is to be presented, and they are holding a pamphlet-
sized object with the name Milton visible. It was usual for a
printed commentary on a panorama to be provided; regrettably,
no copy of the one the women are holding has yet been found.


While originating in Europe, the moving panorama, the
ancestor of the cinema, achieved its full development as popular
entertainment in America. Beginning in the 1840s, an American
conception of ‘new world’ space was transmitted to Australasia
primarily by means of panoramas of American scenes and
events, but including Bachelder’s 
Paradise Lost.

28 One obvious
question, especially given the 
Evening Post’s reporter’s criticism of
some of the paintings, is, What was it about 
Paradise Lost that led
to its presentation in this medium? A route towards an answer is
through developments in the representation of landscape in the
first half of the nineteenth century. 
Paradise Lost assumed
panoramic form for the first time in 1829, when 
Pandemonium



was presented at the Leicester Square Rotunda. Wolfgang Born
reproduces drawings for it which show that the panorama
followed one of John Martin’s visualisations of the great city in
Hell, and also demonstrates that what he terms ‘the panoramic
style’ in American painting was developed by Thomas Cole
following his viewing of this panorama. He argues that this style
is distinguished by the extension of the horizontal axis of the
painting and ‘a shifting vanishing point. [...] The spectator is
expected to disregard traditional aesthetic standards such as unity
of space and pictorial quality in favor of what might be called a
cosmic stage effect’. He argues that the panoramic style
distinguished American from European landscape painting
during the nineteenth century because of its ‘unique space-
feeling’, a response to ‘the realization of the vastness of the
country, its unlimited horizon’, and it emphasises ‘exact
documentary realism’ and the unfolding of ‘a comprehensive
view’. As Born puts it, ‘in the hands of a gifted artist, [...] the
huge strip [of canvas] became a painted epic, haunting and
arresting’.

29 It is exactly these values which can be found
abundantly manifested in the imagined terrestrial and cosmic
spaces of 
Paradise Lost but which were released most fully by
nineteenth-century illustrators, beginning with John Martin. In
other words, releasing the imaginative potential of Milton’s poem
both required a new ‘space-feeling’ in its readers and new
techniques for representing it pictorially, and contributed to new
ways of perceiving the world which evolved together with
European colonisation and scientific and technological
development.


Callaway adds an important additional value to Born’s
analysis when she reframes the notion of a comprehensive view
with the term ‘sovereign gaze’, which is ‘as much about the
ideology of European imperialism generally as it is about the
specific American variant’.

30 A further highly-relevant context
linking this imperial spectator with other aspects of social change
is provided by Bennett in his analysis of the development of the



museum and exhibition in the nineteenth century as sources of
instructional entertainment. He argues that ‘the nineteenth
century was quite unprecedented in the social effort it devoted to
the organization of spectacles arranged for increasingly large and
undifferentiated publics’ and that panoramas, like museums and
exhibitions, formed ‘a new technology of vision [...] thus
democratising the eye of power’.

31 In 
Paradise Lost the character
who most exemplifies both the ‘sovereign gaze’ and the
democratic distribution of power is Satan (see illustration 6), but
Golder also exemplifies this new way of seeing, notably in his
prospect poems which place the new world to be settled under
the observant and ‘roving eye’ of the settler.

32
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A significant inference from this re-presentation of 
Paradise
Lost as a panorama is that the same values were attributed by
audiences (if not all the reporters) to Milton’s poetic scenery as
to the contemporary scenes typically represented in this popular
medium. If spectators were being presented with ‘mirrors’ of
actual historical events, which emphasised the reality of those
events and sought to provide authoritative knowledge about
them, then the events narrated by Milton in 
Paradise Lost and
pictorially realised in the panorama may be understood to have
the same significance. And John Martin’s illustrations provided
for the nineteenth century what films like 
Star Wars, or a
television series like 
Babylon 5 (1994-98) provided for the later
twentieth century: a visual actualisation of realms beyond human
experience but which are brought within the imaginably real by
the power of artistic depiction. The obvious obstacle to this line
of thought is the attribute of ‘exact documentary realism’, but it
is worth dwelling for a moment on its possible implications for
reading Milton’s poem. Both 
Paradise Lost and its illustrators
provide access to an accepted, Christian version of reality—the
worlds of heaven, hell and paradise before the world as we know
it came into existence—to which there is no direct experiential
access. The 
Wellington Independent’s report locates the problem
with the panorama’s images not in their lack of truth, but in the
poet’s ‘most exaggerated and impossible conceptions’ which they
illustrate. On the other hand, the angelic narrator Raphael, when
considering the problem of narrating events beyond ‘the
reach/Of human sense’, advises Adam that his account has to be
understood figuratively but then allows for another possibility:
‘what if Earth/Be but the shadow of Heav’n, and things
therein/Each to other like, more then on Earth is thought?’
(
Paradise Lost, 5.571-576). This understanding is echoed by a
reporter in Auckland who, in a complimentary review of 
The
Apocalypse, wrote that ‘the power of the artist’s pencil [...] gives
life and reality to forms that to the ordinary mind are dim and
shadowy’.

33 As a world distant from the here and now of its



spectators’ lives, the world of 
Paradise Lost is of the same order as
the worlds of foreign cities and peoples, historical and
contemporary events which dominated the panoramas, or real
places in which astonishing events took place but which could
only be known by most people through representations in image
and narration. In this respect, I would suggest, just as the
panoramas of recent battles brought news of them to places and
people remote from their occurrence by employing the
conventions of pictorial realism, so the panorama of 
Paradise Lost
sought to present realistically the origins of the world according
to a Christian and Miltonic conception of it. In the process, it
revealed the modernity of the poem and contributed to
dissemination of a new ‘space-feeling’ among a widespread
popular audience shaped by progressivist conceptions of society
and knowledge and actively engaged in imperial expansion.


Furthermore, there is the question of the respectability and
instructional value of the panorama, indicated in the cartoon by
the two women entering the Mechanics’ Institute. Richard D.
Altick notes:


panoramas did derive from, or reflect, two worlds. They
were a commercial enterprise which appealed to both
the playgoer and the art fancier, a unique blend of the
spectacular and romantic impulses that characterized
English theatrical and pictorial art during the first half of
the nineteenth century. [...] [T]he panorama also served a
much-needed alternative to the theatre in a period when
playgoing was unthinkable to the ‘serious’ families of
London.

34




Across the territories of the British Empire, and especially in the
United States, evangelical Protestantism particularly emphasised
the twin requirements of realism and instruction in
entertainment.

35


All of these aspects of the panorama as a new media form
come together in the writings of Rev. Thomas Dick, whose work



is a constant argument for human betterment through
intellectual advance, democratic access to knowledge, and the
importance of science as the means of enlarging inherited and
limited conceptions of both humanity and divinity. For him, the
anchor for the mental work of knowledge creation is ‘
the reality of
what actually exists within the boundless precincts of Jehovah’s
empire’.

36 The new conception of space discussed by Born is not
explained by Dick as the product of experience of the new world
of America, but results from scientific exploration of the
universe through the telescope,


[... which] may be considered as an instrument or
machine which virtually transports us to the distant
regions of space. [...] When we view the planet Saturn
[through a telescope which magnifies 200 times], and
obtain a view of its belts and satellites, and its
magnificent rings, we are transported, as it were, through
regions of space to a point in the heavens more than 
nine
hundred millions of miles from the surface of our globe, and
contemplate those august objects as if we were placed
within five millions of miles of the surface of that planet.
[...] [T]he telescope, in a few moments, transports our
visual powers to that far distant point of space.

37




In Dick’s conception, the panorama as a media form can be
considered to perform a function identical to the telescope; it is
an ‘instrument or machine which virtually transports [spectators]
to distant realms’ with the addition of ‘moral and intellectual
instruction’ derived from reality, not imaginative invention. He
approves of Panoramas,


[...] or perspective exhibitions, of a large scale, of
ancient and modern buildings, cities, towns, ranges of
mountains, sea-ports, volcanoes, grottoes, romantic rural
scenery, and whatever is grand, beautiful, and interesting,
in the scenes of Nature and Art [because such]



panoramic scenes, while they could not fail to gratify
every spectator, would convey to the mind ideas which
would not be derived from any other source, except the
actual view of the objects represented.

38




In Dick’s conception, the panorama as represented by the
newspaper reports through fragmented reference to the diversity
of prior media forms becomes an integrated medium with its
own proper aesthetic, intellectual and cultural purpose, and
technological apparatus, ‘physical characteristics and signifying
strategies’ working together.
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Golder as a Panoramic Poet


Did Golder see the 
Paradise Lost panorama? Given his interest in
technological progress, and in photography, I have no doubt that
he would have wanted to be in the audience.

39 His conclusion,
after revisiting Milton’s poem, that both poets represent ‘the
reality of what exists’ but from different sites of observation,
suggests a way of reading Milton democratically and
panoramically which is not available to the reporters who value
the literary over the pictorial. The orientation of Golder’s poetry,
where it addresses the landscapes of the southern North Island
and the work of land clearance, is precisely that of the panoramic
and individual ‘sovereign gaze’: it locates the observer above the
scene so that the expansive actuality of what is open to
observation can be fully encompassed in a mental action which is
democratic (available to anyone motivated to relate themselves in
that way towards the world), progressive (the open expanse of
the world subjected to the ‘roving eye’ signifies the ongoing
expansion of empire and knowledge), and mutually modifying
(the scene viewed affects and is affected by the state of mind of
the observer). The purpose of a panoramic representation,



pictorial or poetic, is, like Dick’s telescope, to produce the effect
of ‘transport’, the scene represented being not just a sight but a
secular vision because what it shows is both actual and
expressive of human values.

40 An example from ‘The Philosophy
of Love’ is the following description:




How sweet the distant prospect to behold!—



Love-fancy’s ever bright with golden dreams;



How like yon sunny landscape glowing ’neath



A summer sky, in all its beauteous charms,



Where woodland hills, ’gainst the horizon’s blue,



Stand forth in all varieties of green;



While hedge-environ’d fields display a vast



Of flowery beauties, in their mingling hues,



Bespangling the green pastures, where the kine



’Mid sweet luxuriance graze:—all to the eye



Of observation charming—fit to cheer



The care-beclouded mind, or grieving heart:—



But all such pleasures subject are to change;



For, while enraptured with the lovely scene,



Foreboding clouds pass over the bright sun,



And buries the fair landscape in deep shade;



Which casts a reflex influence on the mind!



(Canto 3, p. 59).





Golder uses the term panorama once in his published poetry,
in a poem in 
The New Zealand Survey, ‘Ode to the Rising Sun’, in
which ‘The beauty of the morning sky’ is described as ‘A
gorgeous panorama’. In this case, as the poem represents the
changing effects of light on landscape and skyscape, it employs
effects characteristic of the diorama; as it interprets the scene in
moral and religious terms, it fulfils Dick’s expectations of
knowledge and instruction derived from actual nature and
human society. In general, Golder’s poetry manifests all the
characteristics of the panorama as a popular medium: narrative
realism, panoramic views, a purpose to instruct and entertain,



interest in new knowledge and current events, music and song,
an intent to address a general audience. As he writes in his
preface,


[‘The Philosophy of Love’ is] the result of a life-time’s
observation, and, of course, a little experience. [...] As
the aim of philosophy is to aid in the attainment of
happiness on earth, and, by an increase of knowledge, to
lessen human misery; so if this humble song can, in any
way, assist in solving some of the great problems of life,
the Muse will be glad to think, she has not spun her task
in vain [...] to assist and advise the tempted and tried, by
precept and illustration.

41




It may be considered as a moving panorama; the reader
progresses from one ‘illustration’ of a form of contemporary
love relationship to the next, accompanied by the narrator/
lecturer’s morally philosophising commentary (‘precept’) on the
qualities of, and challenges to, love in the world as it is.


When placed against 
Paradise Lost, Golder’s poem
demonstrates how Milton’s epic both deeply informs Golder’s
own conception of his subject and how that conception reframes
Milton’s account of human nature and experience. It has long
been recognised that Milton’s representation of Adam and Eve is
founded in a middle-class Protestant conception of marriage in
which what Milton describes as ‘social communication’—the
meeting of minds and persons in a loving relationship between a
man and a woman as a new family unit—takes the place of
inheritance and procreation as the principal purposes of
marriage, and that an important cultural effect of 
Paradise Lost
during the two centuries following its publication was its
modelling of this relationship. There is a contest between
absolutely opposite forms of heroism represented by Satan
(masculine self-assertion through technological, military and
intellectual power) and the Son of God (suffering for others in
obedience and love) in 
Paradise Lost, but there is also a third kind,



manifested in the domestic decisions of Adam and Eve after the
Fall, to mutually accept the consequences of their actions and to
attempt to live according to the truth as they know it in a fallen
world.





39 See Brian Opie, ‘William Golder’s 
The New Zealand Survey (1865): The Relation Between Poetry and Photography as Media of Representation’, 
Journal of New Zealand Literature, 24.1 (2006), 36-57.





40 Callaway, 
Visual Ephemera, p. 141, refers to viewers of a circular panorama as seeing ‘not just a view, but a vision’.





41 

The Philosophy of Love, p. viii.
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Democratic Media


Milton’s presence in the news in Wellington in 1869-1870, in
commentary and discussion about contemporary events
associated with a new form of entertainment, the panorama, and
the reading of a new poem, is a clear demonstration of his
continuing importance in British culture and specifically in its
migration to New Zealand. Golder’s reviewer’s reference to ‘this
prosaic age’ and the displacement of literary eloquence by
philosophy and pictorial realism points to new cultural contexts
and forces in relation to which Milton’s poetry, and especially

Paradise Lost, continued to be read (and to be reinterpreted,
including by means of the panorama), and in which Golder’s
poetry was written. That Milton’s poem was capable of being
read panoramically is a remarkable testimony to his anticipation
of the enlarged conception of space and time being effected by
science, technology, exploration and imperial expansion in the
nineteenth century, and popularised through print media and
institutions like Athenaeums and Mechanics’ Institutes. The

Philosophy of Love itself, as a material artefact, performs and
signifies the democratic potential of print media; Golder wrote
the poetry, printed it on his own press, and bound and
distributed the work himself. But, as the reviewers demonstrate,
Milton as the exemplar of poetic accomplishment also provided
the means for the misrecognition of the energies and purposes
which were embodied in the new, popular media form of the
panorama, and in the panoramic and democratic poetics
practised by William Golder.





tm/scholarly/tei-NZETC-About-copyright.html





Victoria University of Wellington Library





Copyright and Conditions of Use



				
Copyright and Conditions of Use


				

					
In Copyright


					
Where a text is in copyright, all text and images are copyright to the original authors and/or publisher. In copyright texts and images are made available for non-commercial use only. All forms of electronic or print re-sale or re-distribution are forbidden without written permission, please contact us.


					
Currently, a text is shown as in copyright when there is no Creative Commons License visible in the sidebar, and a link to this page is presented.


				

				

					
Creative Commons Share-Alike license


					
Where the original text is out of copyright it is our policy to provide the digitised version under a 
New Zealand Creative Commons Attribution Share-Alike License (CC BY-SA).


					
The Creative Commons Attribution Share-alike license allows anyone to re-use material in our texts under the following conditions:


					

		attribution to the source of the material is included by marking the material with the collection name ("The New Zealand Electronic Text Collection") and the link to the material as found on our website;


		the re-use of the material is licensed under the same license, allowing others to further re-use the material. This means that the re-use of the material must be marked with the same Creative Commons license.




					
Use of the Creative Commons Attribution Share-alike license allows us to make material freely available to the community for re-use, and also ensures that:


					

		any errors in the material can be traced back to the Victoria University of Wellington Library as the originator of the digital reproduction;


		such material continues to be freely available to the community after subsequent re-use.




				

				

					
Examples of Reuse under Creative Commons Share-Alike license


					
We encourage the re-use of Creative Commons Share-Alike licensed NZETC material. Examples of re-use include:


					

		Multiple entries in the 
Mix and Mash competitions run by DigitalNZ


		Blog posts, such as this one about the 
Cyclopedia of New Zealand by IwiKiwi


		Books and other publications


		Museum displays




				

				

					
Other Creative Commons Licenses


					
More restrictive Creative Commons licenses may be used in the cases of copyright texts where the copyright holder is amenable to using a Creative Commons license. You will need to refer to the license text (available by clicking on the CC license logo) for the specific restrictions and re-use allowed.


				

				

					
Statement of Liability


					
While we have sought to ensure there are no intellectual property rights in the material that would prevent copying and other re-use, please note that material on this website marked with a Creative Commons license is released on an as-is basis and with no representations or warranties of any kind, to the greatest extent permissible by law. Subject to any liability which may not be excluded or limited by law, the Victoria University Library shall not be liable on any legal basis (including without limitation negligence) and hereby expressly excludes all liability for loss or damage howsoever and whenever caused to you.


				

			




cover.jpg
IN THE WELLINGTON ATHENAEUM
A POETICAL LECTURE,
On WeDNESDAY and THURSDAY,
9th and 10th June,

R. WILLIAM GOLDER (author of
New Zealand Survey, Pigeon’s Parlia-
ment, &c., &ec.), will give a public reading of
a new Poem, entitled * Philosophy of Love,”
in six cantos, with other poems, as in follow-
ing Programme :—

Finst Niout, Juse 9th.—Philosophy of
Love.—Canto 1, the origin or genesis of
love. Canto 2, the nature of true love and
that of counterfeit considered and contrasted.
Canto 3, true love illustrated in some of its
various aspects. Conclusion for first night,
¢ New Zealaud Expectant,” as presented to
his Royal Highness the Duke of Edinburgh
through his Excellency the Governor,

Seconp Nicur, Juxs 10th.—Philosophy
of Love.—Canto 4, true love’s trials con-
trasted with the failure of that in romance.
Canto 5, the dispensations of Providence vin-
dicated, and man's disposal of his affections
considered and illustrated. Canto 6, the in-
fluence of crossed love, and moral of the
affections considered and exemplified. Conclu-
sion. Finale forsecond night, the teapot and
the brandy bottle—an allegory.

Lecture each night toIe in at half-past 7,
Admission each night, 6d. each.
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